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INTRODUCTION © 


Il this book I have attempted to poss on tc you some of the 
results of my research, experimentation and experience in working 
exclusively in color since 1936. 

‘Any book on photography should do more than merely list rules, 
tables and abstract facts. It js important to suggest, specifically. what 
should be done in @ particular situaticn but it is more important to tell 
WHY it should he done az recommended. By oxplaining WHY a certain 
procedure produces a predictable result th roader is able to apply the 
procedures to HIS problems—to do hie own thinking and arrive at hic 
‘own correct conclusions. 

It doesn’t matter whether you shoo! color "just for fun” or wish to 
exploit your creative instincts (o the fullesi, you cestalnly hope to con- 
tinually improve your pictures, 1 cannol believe that anyone ever is 
satistied with mediocre resulis. You have an investment in equipment 
nd a confinding one in color fil. Invest a litle time in learning the 
fundamentals of good coler photography, at leust all those that apply 
to the type of subject maiter that interests you most. It will pay off 
‘handsomely. 

Wo should first learn what ix @ good picture. Neither the camera 
nor the film “makes” « picture. They only record what you SEE or 
CREATE. YOU have to compose the picture: YOU have to decide which 
light angle is best: YOU have fo make adjustments on this mechanical 
device we call camera. It cem neither he blamed nor eredited for more 
than its function in producing « picture. It i @ robot no matter how 
“automatic” it may be. 

My desire and hopes that the deus and suggestions in these pages 
‘will stimulate new interests in this fine kobby—that they will help you 
see things with a fresh eye—thal they will encourage you to attempt 
projects you have felt were beyond your capabilities, 

Lei me repeat—do your own thinking. A little serious thought will 
solve many photographic problems faster and mote satisfactorily then 
the most slaborato equipmont—and at much less cost. 

FRED BOND 
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ELEMENTS OF A GOOD COLOR SLIDE 


because you shoot color slides "just for fin.” Even though your nterest 
is limited to snapshots of family and friends or record pictures of = 
Vacation trip. the observing of 2 few simple rules will make all yous 
TVRs re eyelet sud el act everraencalee ae eave? 
er previous ones, 
Tf you are interested fp exhibiting your slides, continual study of 
‘way to linprove the quality of your elforts is a msi. 
‘All good pictures have these three essential “ingredients”: 
1, Insrenuex — for all who view them. The picture must tell some 
ind of story: express a mood: make @ pattern. 
2. Goon Composincs — pleasing arrangement of objects. mass. 
line and contrast: 
3. Goon Trcraicar Qua: 


Interest 

It is rather difficalt to describe “interest.” but st shoald be given 
first consideration n selecting subject matter for your color shooting, 
‘Ask yourself, "Is it intecesting or can it be made S02" Interest can be 
injected into @ thousand commonplace subjects by choice of a beiter 
shooting angle. or by getting closer or farther away from the subject 
‘or by raising ar lowering the “horizon line’ (and there always is one 
imaginary though it may be). or by using a different focal length Jens 
if you work with a camera with intecchangeable lenses. = 20h. 


Good Composition 
‘The color shooter is confronted with two problems of composition 
composition in terms of arrengement of mass. line and tone values 
and composition in terms of color arrangement or association. If were 
obliged to state one general cule that cax be applied to ell types of sub- * 
jects and situations, but which is Hesible enough to allow full play to 
imagination and ingenuity. it would be this: 
Onerdinexs—without monatony. 
Variety—withont confusion 
and these apply 2s much ta the association of coloy as 10 that of line 
and mass, (See Chapter 3, "You Are Working in Color’) 


+ — highly important in color. 


TLEMESYS OF A E0OD COLOR SLIDE 


Figure Shots 


A most common ermoe in Making figure shots. for which thece is 
fitele excuse, 1s that of placing. a standing figure i the center of a hori- 
sontal picture. The proportions of the figure suggest a vertleal format. 
Sq framed, the figure image san be made larger, and such better use of 
the picture space climates uninteresting and totally ierelevant back 
ground, in the majority of eases. IF the figure is only an incidental part 
of a scene that isa different matter, and entirely: aside from the point 
just macte 

It's difficult w properly fearne close-up shots of figures unless you 
haye some means of corcecting parallay (the difference tn the view seen 
cough the finder and that seen by the lens). but mos) of the ertors in 
proper olacement of the linage in the picture area are due to catrless 
handling af the camer 

While iis often permissible to place full face portrait near the 
center of the picture area, itis jtst ay olfen advisable to turn the figure 
slightly even though face view Is head-on. Or if one hand can be 
included ée the picture, it can help break the statie balance of head-on 
chats, By and large, something near a three-quarter view is mote inter 
esting. especially if the figure is placed out of center. Heads should be 
above ceater of the picture area, and more background area should be 
allowed i “from” of the face—on the side toward which the subject 
‘sJooking, Even in three-quarter views, itismore interesting if the body 
iy tamed slightly so it sill not face in the identical direction as the 
head, as this gives a slight sense of movement. 

Too many close-up figure and head shots are rigid in pose and lack 
asenie of case and naturalness, While a slovenly pore is probably more 
objectionable than a "froze" one there 1s 4 happy medium Let -your 
subjects sit long enough to fall info some nattiral postare. then ask them 
to try to hold that without forcing. With a few tres you will find that 
most subjects will assume better poses thar you can plan, and they will 
most likely be characteristic of the subject a pact of the expression of 
the individual's personality. 

Groups of figuies are always difficult to arrange in anything that 
approaches a pleasing composition. But two or three Agures are not too 
difficult to handle, if little thought fs given the problem. 

The lifile sketch suggests one artarigement of three Aigures, Obvi 
ously, three standing figures, all facing directly toward the camera is 
manplony in the extreme. Ifone figure stands, another sits on the ground 
or floor and the third is seated on a bench or stool, thece is, atitomati- 
cally, variety in height of the figures. variety in the forms the figures 
make. and vasiety in the way the figures are turned. or there should be. 
To be pleasing, close-up shots of two or more figures should have a 
feeling of easy informality—a natural easualess, 
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BETTER THIS WAY 


some 


ELEMENTS OF A GOOD COLOH SLIDE 


Still Life Studies 


bd 

‘Theve are at! many possibilities for still like compositions as there 
are objects that might be used and arrangements in which they might 

be placed 

Tr would seem that our general rule of orderliness without monotony 
and variety without confusion should be the guiding influence in the 
conczption of sich subject matter, There are endless subdivisions of the 
rule, of course, but they all seem to get back to the generalization. 

One departure might be to fit the format to the objects, or make 
an arrangement to fit the format. In the fist instance objects whose 
shape suggests horizontal picture should not be framed in a vertical 
jormat, and vice versa, This seems obyious but it iy surprising how 
often this error is made unconsciously. The sketch shows an extreme 
example, buy it if purposely so to emphasize the point. 

The second “ereor sketch” is another example of order WITH 
monotony. It is balanced, identical pairs of shapes are used. and the 
spacing of the objects is bad. This is another extreme example, but such 
a composition could still be bad and be much better than Indicated. 
There should be variety in shapes, sizes, textures (not so important as 
the other twa), and color, even though subtle, If the objects or elements 
are relatively simple, there is bitle possibility of confusion but variety 
Is elmost assured. Also, as the skeiches are intended to suggest. when 
‘most of the objects in a stil] life are vertical ig general shape. a vertical 
format is usually best. for the picture shape helps emphasize the forms 
rather than oppose them, 

It seems that flower studies cause many workers the most difficulty, 
for some inexplicable reason. 1 presume the photographer becomes so 
thoroughly absorbed in the beauty of the fowers themselves that he 
temporarily forgets what he knows about arrangement [ have seen 
hundreds of slides that coukl have been yery good except for one or 
oti of two reasons—(1) the flowers and/or receptacle were placed 
‘uguacely (n the middle of the picture area, 2nd (2) the camera was too 
far away from the subject. The result—a little study floating rather 
aimlessly in a monotonous background. How easily sich faults can be 
corrected. Fisst. git closer to the subject: place tt oat of center of the 
picture area: break the monotony of the group by placing one or two 
Of the flowers on the table or stand. whatever is being used as the base, 

The same rule of orderliness with variety holds true with flower 
studies, ef with all other compositions. Make the flowers THE picture; 
don't waste too much picture area on background and uninteresting 
foreground areas. 

Tl you ste interested in enfering slides in any of the exhibitions 
around tie country, I would Ike to caution you that “ordinary” flower 
hos have little chance of acceptance. exceptional ones make the shows, 
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BETTER THIS WAY 
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What Rules to Follow s 


Tt would he hott unwise and restrietive to arbitrarily say “do this" 
‘or “don’t do thut.” eveir if there could he general ageeement on such @ 
set of rules. 

‘We should learn to) see subject matter in terms of mass or form, 
and then devise orderly, interesting artangements af those forms, If 
the forms are portable we move them about. If not. we change camera 
position to bring them into somte kind of pleasing orderliness. 

1. Pleasing division of areas. No two ateas or masses should be 
identical in size except im formal, symbolic or balanced compositions. 
Neither should the picture he made up of » "smattering" of small areas, 
like a mosalc, unless it 1s a “patiern” sho}, Size of areas need not be 
yymous with their relative interest in the picture. The center of 
interest may and often does occupy the smallest ares. ‘This is expecially 
tue in color, for this center of interest can be the purest, brightest color 
spot, made more campelling becaase af its contrast with larger areas of 
gruyee color, which can be lighter or darker. for still greater contrast. 

2. Interesting placement of center of interest, We have mentioned 
before that it (s astounding that such a high percentage af color slides 
have the center of interest in the center of the picture. ‘This seems to be 
particularly true of single figure subjects, single flower shots and such, 
‘This "dead center" placement is about what the term implies — it is 
monotonous and static. Again the exception can he a shot of some 
formal subject or pattern where the dead center placement is used 
flectively to express stability. or immoyabil 

There is no rule that says where the center of interest should be 
placed. The subject. the story tt cells, the subordinate element——all 
these help determine the most pleasing and effective placement. 

3. Balancing the elements or areas. The word "bslance’” imme 
ately suggests equaf balance of two objects or aress, but we mean quite 
the opposite except én subjects that demand equal balance far the sake 
of @ atotic effect, 

Rether, the kind of balance meant i that of balancing a large object. 
‘mass oF area, with a amaller one (need niot be a like abject) on the 
principle of the old steelyard, Such balancing calls tar the larger object, 
nase of area being nearer the center of the picture than the smaller 
celernent that serves to set up the balance, 

For a brosd general rule thete is none that is more universally 
applicable than Order without Monotony and Variety without Con)u- 
sion, 
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YOU ARE WORKING IN COLOR 


te pn ERD 


Ce is so omnipresent that most of us take it for granted, 
‘without much question as to shat i is, where it comes from. and why ft 
fs somietimes somewhat illusive, 

‘ea starter, keep in mind that no object has any inherent color (y= 
opting sueh things as luminous organic Ife). ‘There is no such thing 
nea green tree or a yellow lemon except when light is present, and then 
Such color as exists is a physiological and psychological phenomenon, 
theewise there would be no such thing 4s color-blindness, U recall hav~ 
ing heard a physicist esk on audience what color they thought the inside 
of a watermelon wes befoce it was cut, His answer, of course. was that 
ithad no color until exposed to light. 

As weall know, but sometimes forget. the “focal” color of any ob- 
ject is determined by that abject s reflective and ebsorptive remponse to 
‘white light. It has the capacity to absorb soine of the spectral bands in the 
‘white light, and reflect others, The ones it reflects are what we consider 
the object's color. For invtatice, a red apple is red hecause it has the 
ability to absorh mos all of the color bands in white light except red, 
‘which it velects. 

“Phe more white light (greater volume) ponred onto an abject the 
more intense its colar becomes up to the point of each object's full color 
‘saturation. Decrease the volume of light and the intensity of the object's 
color decreases correspondingly. 

“This point of full saturation needs a little explaining, even though 
you have proved the fact many times without, pechaps, being conscious 
Of wht had caused the trouble. For example, a yellow object such a6 a 
Irion or yellow apple is not nearly as intense in color in full, brillant 
sunlight as itis under a hazy sua or light overcast. ‘The reason—the ob- 
ject in brilliant light hae abserbed all the white light except yellow that 
jt ean, but there is still a sureplos of white light which the object reflec:s 
back as white light, thereby dilating the vellow color. We photographers 
often falsely assume that this is due to over-exposurethe color is: 

“burned put”, we say. 

Tt is true that we have a tendency to oyer-expose yellows (er other 
light colors) in subjects thet contain other, darker colors, for in trying 
to hold true color in the darker ones we give more exposure than 1s 
needed for the yellow alone, But even a “correct” exposure under 
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‘YOU ARS WOUSING IN COLOR 


strong, sharp lhe will not regisaer tat yellow with ax much real color 
Saturation us wnder a weaker light, This matter of “excess” sllumina- 
tien ls of great concern to painters and explains. partially. why they 
pester to work under a galt nor! 

“To get back to what happens when we decrease the volume of 
Aight helow “'nocral"—you only aced to recall the iaterior of your own 
home, When it is fully dluminated, the objects in a room stand ont 
{nthe full brilliance of their color, but destease she volume of light and 
the colors of all objects pull together or tend to merge into a series of 
colorsinted grays. 

So much for this general behavior of color and how it is eliered 
and influenced by the volume of incident Ket 

Just what is color? Rether shan depend upon our individual con 
cepts Jet's see What Webster says about it: 

"Color is-2 quality of visible phenomena, distinct from form 

and from light and shusle Tt is a sensation evoked as a 
Fesponse to the stimulation of the eye and its attached mach- 
nisms, by radiant energy of certain wave lengths and 
intensities, All colare axe divisible inte two classes—chiro- 
matic colors. as recs yellows, greens, blues and purples, 
achromatic cofors, inclxding black, white and the series of 
grays intermediate berweea black and white, which diifer 
from each other only ia the deg=ee of resemblance to white 
aud difference from black.” 

Tes especially important that we keep our thinking steaight on the 
fact that color in) or en objects is, as it were, an exterior “coating” on 
opaque ones atid is apparently an “imbedded” property in transparent 
fand translucent materials, As Webster says it is distinct from form. 
and it esttainly is, which Is the reason why color alone cannot give 
Neteuetural form” to any picture. The form is made by the objects, tot 
the color. Webster also says color sx distinct from light and shade, 
‘which st is, for the color we photograph: is “lighter” or “darker” only 
ecalise of more or less volume in the incident Hght being ted. 


Two Aspects of “Good” Color 


We color photographers have two problems in color. The first is 
good calor cendition of the colors in our subject. This is a matter of the 
Corsect Kind or qualfty of light for the film being used: the quality of she 
comer Jens: und the aiaiter of correct exposure. 

“Tfe second prodlem, and the one which Bothers most of us rather 
seriously, is that of pleasing association of colors in our subject. We 
cannot always control them, but we can modify the association in more 
tases than is usually suspected, The beginner in color photography has 


4 tendency to prefer a riot of color—the mare and louder the color the 
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better, The mare advanced worker often goes to the other extreme and 
strains to produce the most subtle color results possible, and still have 
‘what might be considered « color pietise. 

INelther approach should be condemned as such, Tt is very much a 
matter of appropeiateness, Tf the subject (s eblorfully costumed figures, 
the intensity snd brilliance of the color is part of the story. If, an the 
Sther hand, the subject is rather colorless, the subile color will help 
Cxprest the mond or character of the subject. In both cases the color 
‘effect is “appropriate”. 

Bur too often, color shooters drag color in by the heels, just for the 
sake of a color spot, and such practice is bad, or can be very discordant 
If the result shows evidence of what was done, Splashes of color for 
Color’s sake is one thing—color emphasis is quite another. More about 
thot later. 


There Is a Lenguage of Color 


All of us know the musical scale. We know that “A flat” and 
"°C sharp mean jus one thing and the same thing to everybody ntoung 
the globe. But what is red, or green, oF purple-blue? "you say 
“red” one person visualizes a hue like that in the American flag, another 
thinks of ted as the color of red wine. and still another may have a 
imental picture of the sua as it drops below the horizon, 

We have no common language of color, and it is all but Impossible 
for the average individual to verhally describe any specific colar, other 
than the primary ones and most have difficulty with those: 

For the beginner in color. if he really wants to understand and use 
color intelligently. the Munsell System of Color Notation can help, kim 
organize his thinking in 3 vesy simple, tangible and directly usable way. 
‘This System attributes to calor three dimensions in somewhat the same 
way three-dimensional objects are described by linear measure. 

If one describes a board ax being 10 feet long he has defined one 
dimension, but is the board wide and thick or thin and narrow? If the 
description cays the board is 10 feet long and 1 foot wide we have 
better mental picture of it but it isn’t complete until we know the board's 
thickness. When we [earn that the board is 10 feet Jong by 1 foot wide 
fy 1 inch thick, then and only then i ite linear description complete. 
leaving nothing to the imagination. 


Color Dimensions 

‘The Munsell System denotes color just as specifically ias three 
linear dimensions describe the size and shape of a piece of The 
subject is too ramified to he covered here, and it is nc to 
‘understand more than the principles involved in order to opply 
‘color niles to color photography, 


15 


4 


THESE ARE THE 


BRIGHTNESS SCALE 
~CRADUATED TONES: 
OF GRAY, FROM 
BLACK TO WHITE 


INTENSITY RANGE 
~FROM PUREST COLOR 
TO NEUTRAL GRAY 


The three dimensions of color are i 


1 The Hue Name, stich as eed, yellow, blue and so on. 
The Intensity or Purity of the Hue 
3. The Brightnoss of Tone Vaiue of the Hue THE COLOR WHEEL 


1 illustrates what is meant by Hue names. The 
es the distinction between the three dimensions 


This Wheel designate 


five Principal Culors or Hues of the visible spec 


; ram, which are Red, Yellow, Green, Blue and Purple (Vielel). The five bues 
Hue is red or yellow and so on around the wheel: the color is light or ‘occupying the in-betwern segments are known as the Tutermediates, A of 
deck [ihe vertical pole); and it is weak or strong depeading poi them ore maste through mixture of tbe two Préveipal Huss immediate maps 
hence. or flower fields. ‘The cistant abject appears less intense in color 
hetal of the “graying” effect of the imtervening atmosphere. This 
may seem a litle confusing until itis given some study, but forget & 

Every hue or color has a name 
2) Evkry hue or color in fyi or lark in tone value 
(Continued on paye 19) > 
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To be specific, apply the three dimensidhs toltwo reset—one might 
be red, rather dark anid intense in color, the other might be pink. and 
if so it would automatically be Ughterin tone value and less tntense tn 
color, It is pink because it fs red diluted with, white, which makes it both 
lighter in tone and weaker in purity of red col , 

‘Keep these dimensions in mind as you analyze colax. Fitat, leaco to 
associate all hues or colors with one of the fen in the Coloe, Wheel. for 
every color is related directly to one of these groups. Second, ser the 
color in terms of tone value. just as you would judge the subjer: for a 
Black aad white chot. This matter of tone value only means that a 
particular object is reflecting more or less of the light falling upon it 
Which is the factor that determines correct exposure, not the color of the 
Thirsi, identify the strength oF tke color—whether it is intense 
land pure or whether iti “diluted” and weak 


obje 


Contrasts Make the Picture 


It is obvious that we can't make a black and white pictire of objects 
of the same cone value, without modeling or shadows. T 
are essentials in making a picture when done in. monochrome 

‘When working in color we have the extze advantage of two added 
contrasis—that of eentzast be 
complementary hues (as red and blue-green, yellow-red and blie. etc } 
and that of the contrast between weak and strong hus. This contrast 
is endiess; it might be that of a weak purple against a strong purple or a 
weak puzple-blie against a strong yellow: any one of hundreds of coul- 
binations. And there is tone value contrast (as in black and white), light 
colors against dark ones; the variations are numberless 


yeen hues or colors, sich as any pair of 


A Modified Complimentary Color Scheme (opposite poge) 


oxen 


more viten thin mbt, desir 
‘ation, Rechced tor img 
col hive & superimposed 
There is but 
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Order with Variety, in Color 


There is no better way te-avoid chaotic eplor results th 
we of order without monslony: variety witht confusion. 


to follow 


Black agd white diagrams call for 4 little imagination, when dis 


ing color, but the principles in- 
volved can be demonstrated 

Let's start with a monotoncus sub 
fect and sce how we might add vac 
ety without confusien. Dividing 3 
Picture area into two equal parts is 
the most monotonous division, In thi 
fisst diagram equal areas of two coni- 
plementary colors at full intensity is 


suggested. While it employs one of 
the theee contrasts (vonteast in hie) 
there ig little contrast in tone value 


they are about equal in "bright: 
ness). and there is little contrast in 
sities as both colors, in their 


ate sather strong, 
The second diagram indicates an 
anequal division of areas, 10 break 
the ssoaotony of “hall and half.” Tn 
doing 30, we introduce a rule that 
ids in producing a “balanced” color 
wmposition that of the relation of 
the intensity of a 
the area it occupies: the smaller the 


area the more inter the colbr cam 
ier tac uner Mees eters se 
Toecetenigere Gals cue te 
‘Tedrenight be full datensityy the blue- 
green somewhat grayer than in its 
PESteale, We newbie. asa 
Vast aastes nelle estan atten, 
and the'varieny given some'epatma 


pure stai 


lor to the size of 


Without introducing a new hue 
Wwe can adel still more variety, as sug 
gested in the third diagram, by em- 
ploying two kinds of reds and two 
kinds of blue-gceens—a bright red 
and @ dark red; a fairly strong blue. 
green and a lighter. weak one This 
automatically breaks up the picture 
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RED Ji BLUE-GREEN, 


A pate of complementary colors. exch 
at full unten cveoainy ngoalexean 
Ree goo 


BLUEGREEN 


in ing a 
pying a laeyee grea. Beier rlataon 
op area sicex. more contrat if colby 


nr eo BG 
G 
v 


Fer mare variety. tas eed are ised, 
‘ne bright 

fi enya 
Tighe, eweak intomity Naesgecen 
silffurthee varity and additonal on 
trast 
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‘A eosipeotnn mule np of ut tive 
fas and white! she hte we or 
even aod ithe cogteast This 
ioe covey 
ncn of the dlgray 
receding rae an elon the 
ia WI ced degee 
OF diferers tate and 
Dale ae oo ie pena: one 
invinsityoee ightee ard grayer 


area into more areas, which should vary ia size in relation to the intensity 
df the color used in each 

In rather simple form we now have contrast in area sizes, contrast 
in hues (a pair of complements). contrast in fone wale (two values of 
red and two of lue-green), and contrast in intensity of color (a dark 
red is weaker than @ pure red; the light blue-green s weaker than the 
smaller area of stronger blie-green) 


The Picture the Exercise Produced 


‘The atill life above is shown to indicate how the rules we have been 
discussing can he followed to a successful conclusion. This is not 
startling picture but as an exercise in color composition and color asso. 

Giatiga it demonstrates, I think, that it is much safer to start with a few 
simple elements and then add variety 10 whatever extent you feel you 
cen control, without destroying the basic simplicity or without creating 
confusion 

You can get atill more variety in several ways—(1) by adding one 
or two additional hues—(2) by adding one or two objects of the same 
hue as ones already in the composition but diferent either in tone value 
or intensity of color. Such new objects. for variety's cake, should be 
different in size, shape and contour from those already in the pictues 
And don't forget the rule that strong colors shauld be confined to the 
smaller areas, the weaker ones to the latger areas. IF you wish to main- 
tain a “balance” between strong and weak colors, 

Color compositions need not be “balanved"—they can be predom- 
inantly “warm” or “cool,” if such effect is desized, or they can be made 
up entitely of related colors such as any three or four adjacent to each 
other on the Colot Wheel, In any event, do not use all “pure” or 
strang intensity colors, but get some variety in intensities as well as in 
tone Yalue—some weak, some strong, some light, some darker, 
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Adding Variety with Neutral (achromatic) Colors 


In the still life of the apples and bottle we added to the colors 
ignated in the three tittle diagrams by introducing a jouch of white 
Red and blue-green, as colors. are a Jitle on the “sour 
or heavy side and a spot of white gave them some Ife 

Few color workers appreciate the possibilities in the use of white 
Black and gras 


« 
the white plate 


tg add contrast in kine! of colox as well as in tone value 


A little white will freshen up a composition made up of middle value 
and darker colors: «little black oF dark gray will add strength toa group 
of light value or weak intensity colors: and s judicious use of gray in 


the background, sometimes in rather large areas, will make the colors 
against it seem ore brilliant andl intense UF there (s some value contrast 


between the gray and the colors. 


Applying the Principles to Figure and Portrait Studies 


The still life was used to extablish one kind of color association, that 
of a pair of ca 
‘The ru applied fo th 
Colors selected were the there of a split complement 
blue (see Color Wheel). A split complem 
pair of complements (hues directly actoss the wheel ) and the two hues 
adjacent to the second hive of 
the pair. In th 
plementary pair was blue and 


plementary hues 


we have heen discussing wet figure study 


tod, yellow, ana 


tis made up of one of any 


the com 


cllow-red: hy retaining the 
blue as one af ane three hive 
we get red and yellow as the 
two hues adjacent to the 
ellow-red 


he chair, the blouse and 
the flesh tones were all varia 
tions of red. the roses were 

2 yellow, and thi 
paper wrapping in 
was @ soft but rather int 
blue: the background was 
svarm neutral—monk’s cloth 
The white raffle pro 
needed light value touch 
Simplicity was preserved by 
using only one area of yellow 
one of blue and by keeping A 
the reds closely grouped 
‘These reds (pink blouse, rose 


fancy 
box 


lor earmpenition mate up of Hee hes of 
le complement plus white and rey. See 
text for nies used ant definition ob s split com 
plement (An ace Colue Whe, page 17.) 
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ted chair, and the flesh tones) were sufficiently different in tone value 
and intensity of color to provide plenty of variety, 

From the standpoint of color the composition has color contrast, 
fone value contrast, and color intensity contrast, but none of the con- 
rasis are extreme ‘The comparatively short range of the value contrast 
made it possible to render all colors more faithfully ot an exposure 
hasedl on a moter reading of the middle valu 
red for this figure study is only one kind o| 
orderly association of calor. It was particularly good for this sub 
because it seemed “appropriate.” The soft pale pink blouse keyed in 
well with the subject's fresh flesh tones, and the stronger red of the old 
lady's chair made the pink blouse and flesh tones seem more delicate 
by comparison. A contrasting color on the chair might haye detracted 
¢ flesh tones beeause of harsh color contrast. Certainly a strong 
color in the backgronnd would be inappropriate for such 2 subject 


The color scheme 


Adding Color to Landscape Shots 


Although this hoak is devoted to indoor color work mast of you aleo 
shoot landscapes, hence these suggestions There are times when color 
con be edded to landscape scenes with excellent effect, as in the one 
shown here. The only arguments against using figures is (u those ca 
where the Bgures actually detract from the intetest in the scene or when 
the costumes add nothing in the way of color interest or color contrast 
‘The other exception tight be that you just don’t like figures in land. 
scapes. In any case. don’t consider it a landscape shot if the figures fill 
half the picture area, covering up much the viewer would like to see 
Such shots are not landscapes, they are figure studies outdoors 


Tike eet aiarees 
arnt ue colot pre 
dominance of Fark 


tng faites fn waert 


colored ¢6 
tnd they need. not 
‘ceupy mich area, 
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‘The Sigures (page 23) do vot compete for attention—they ave not 
too large—in fact they seem toyaidd a feeling of bigness to the scone. 

Sometimes a flowering bush. a stretch oF grass, rocks or even an 
expanse oi hare earth (if ithas any color) can he used in the foreground 
asa complementary color area, Before you shoot analyze the scene to 
etermine whether it needs some foreground color to help balance the 
prevailing color of the general scene. Interesting foreground coler often 
stias up on otherwise ordinary or expansive landscape shot, 


Relationship of the Color Wheel Hues 


In creating a color composition o¢ in introducing new hues into an 
existing ane it is rather necessary to understand the relationship of the 
various hues. The following listing groups the zen hues of the Color 
‘Whee! into thee rypes of relationship—that of contrasting colors and 
those that Gre related, The colors grouped in pais and in threes ace 
‘not necessarily good color schemes, although most any colors can be 
combined in weak intensities, even the most contrasting ones, 


CONTRASTING CONTRASTING RELATED HUES 
ae me Ste 
keer line setae ‘ret eens 
percewettly fn hee am there Tech group as 
Freier atte ino pie oF sae dine calor in 
‘etp ey aon Somplencrt Fe common 
eh eetien Scar ine Rea YR 
Redan Fed net th Tra low 
ive Green Sreen Shae 
YR Yalow 
Velow Red and Yalow aly ay 
Blur Prrple-Alue Saber cy 
eee Yelow es. anc ren 
to Daple 
ce Gree Yolen ve &Y,Geen 
Greea-Yellow and Purple Blue & and BG 
bc no ange 
Green and Purale Red Be 
Reconle BlueGiees 3.6, Blue 
Rad Purge mea Po 
(Complementary Yellow: 
Seay oppoaie oa Raley bite 
oe 
if Complement oe. 
Sorawonects valor Feke melee 
forts le 0 mle Poni RP 
forts plas fae 4, ee 
aN YaBw Green Boral 
pens Geevabwe RP. Bod 
pal) Bine-Green and YR 
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Applying the Rules of Color Associ 


The simple examples described! have beew presented only to help 
you organize your thinking. In no wise should they"he considered the 
best possible association of color for the subjects; they are merely one 
type of pleasing association, The grouping of hues on the preceding 
page needs some explanation, Fitst they ate listed in these groups only 
for identification of their relationship to each other. 

Conteasting Hues, By contrast we mean much the same as che 
contrast between black and white. In fact, when such opposite colors 
are mixed they produce-a similar cesult—white mised with black pro- 
duces a gray—red and blue-green mixed also produce a kind of gray 
or “muddy” color, The same is true of any pair of complementary 
colors or the trio of a split complement. In other words. contrasting 
colors are contrasting because they “clash” and tend to annthilate each 
other—visvally as well as in admixture. This visual effect ts evident 
when two extremely brilliant contrestinig hues are side by side — the 
color tend to “vibrate,” creating an unpleasant sensation if viewed 
for any length of time. 

Related Hues. Related colors are usually thought of as any two 
or three that ate immediately adjacent on the Color Wheel. Asa niatter 
of fact any group of hues are related if all have one color in common. 
The most obvious example wnuld be a group of very much grayed 
colors: they would all have gray m common. 

Related colors do not clash and are the “safest” in the hands of 
the hovice. However, such color schemes lack color contrast, a canteast 
they could have if three of four colors were related and the fourth was 
a complement of one of the thiee. For instance, the related trio of 
green-yellow, green, and blue-green, Color contrast would be secured 
by using pusple. red-purple, or red as the fourth color. 

‘The closer any group af colors is to being all the same color (os 
variations of yellow-red and yellow) the greater the color harmony, 
‘The moze distant the colors are from one another the greater the color 
contrast—the greatest distance being directly opposite on the Color 
Wheel. 

‘These descriptions of contrasting and related colors are only part 
of the story, for real refinement and real art in color association are. 
more dependent upon interesting variety in tone value and intensity 
contrast thaa in the ossociation of the hues themselves. 

Tone Value Contrast, Previous explanations have made clear the 
fact that colors are light and dark, and that they rum the same value 
scale from neat black to near white, with traces of eoloe evident, just 
as the scale of grays runs from black to white. The “brightness!” of any 
color is modified by any change in the volume of light under which it is 
viewed, The more white light the lighter the color appears in tone value. 


jon 
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Decrease the light volume and the color appears darker. Any object 
appears more nearly in its “nattital” tone value under a thin overcast 
daylight condition, Such light brings out the object's trve "local" color, 

‘We color photographers can alter the tone value of any color area 
by increasing or decreasing the amount of light falling on the area, 
or by under- or over-eaposing that particular area. Under-exposure 
will dasken the coler, pyer-expostre will moke the cesult in the picture 
lightez, One of the most common controls is on backgrounds, for a 
middle value blue, for instance. will record very dark if it is under- 
lighted (and under-exposed); it will record ahout a4 the eye sees it if 
Js it amply lighted and given the correct exposute: and it will record 
‘weak and high-Key if over-lighted and over-exposed. 

Remember that the tone value of the color areas in your subject 
fs what determines exposure calculations. 

Color Intensity Contrasts, This matter of color intensity Is the 
most difficult color characteristic to understand. "Purity" is a more 
expressive word, as the following illustration will prove, Let's assume 
we havea piatof pure, brightred paint and seme gray paint that matches 
the red in tone value or brightness. If we add some of the gray paint 
to the red we no longer have a pure red but a grayed red. Because 
hath the od and the gray are the same tone value, we have not made 
the new red lighter o darker. we have merely reduced 118 mtensity. 

Ii we add white or black to the pure red the mixture is no longer 
a pure red—the intensity has been grayed or “diluted, bur at the same 
time we have made a new red that 1s lighter or darker than the original 
pure red, 

Every color is at its purest at some tone value level; yellow is 
purest at a high value leyel; red at about middle value: purple-blue 
athelow the middle valve level. That is why we call yellow a “light” 
color. purple-biie 2 “dark” colar Consequently, when any color is 
lighter or datker than at its natural value level it is also less intense and 
4s no longer “pure” calor. 


Putting Tegether Pleasing Color Arrangements 


1, Remeniber to keep the arganization of objects end color orderly, 
without monotonous effect. 

2 Get sufficient colot, tone value and intensity contrast into the 
picture to give variety without creating confusion. 

3, Use good taste, Your own sense of what js pleasing will be 
your final criterion. The possibilities are endless—do not be afraid to 
try the new and different. There is no such thing as a “bad” color— 
itis erly the way it (s used that makes it "bad" or “good.” 


‘The aire wc of eet eve comprcensee ln ay tonk “COLOR — Hay wo See wad eI” 


26 


COR Ac ot ke Es eR FO UR 


SHOOTING COLOR BY ARTIFICIAL LIGHT 


M.. color slide shooters have the mistaken notion that 


professional” experience and elaborate, expensive equipment are 
needed t0 produce good color slides indoors with artificial ight. Neither 
is teue, In fact more consistently good results can be secured by artificial 
light hecause all conditions axe controllable: 

Ics a different technique—nol difficult, just different. Careless 
procedures and inadequate equipment will not produce results worth 
the effort. Artificial light work does require thought and care. 

Several factors contribute to or detract Irom the making of good 
color shies by artificial light, in exposure ar eolor quality, or bath, Some 
fof the more important are: 

1. Type of lamp (bulb) used. 

Better t0 use two or more smaller ones than one laege one. 
2. The age and condition of lamps used, 
Plistojloods emit a" warmer” light es they get older. 

3. Type of cefiector in which lamps are used 
It doesn't pay to use cheap, inefficiont reflectors. Standard- 
ize on one good type se this Factor will be constant, 

4. Condition of reflectors—new or oll and ditty, 

Dirty, battered up reflectors can decrease the effective tight 
as much as one-thied to one-half, 

5. The voltage at which lamps are busned. 

‘All lamps have # rated voltage, When burned at higher 
voltage the light emitted is to0 “cool.” at lower voltage foo 
"warm". Best check is to have # volt meter that can be in- 
ected in the line and read with all lamps burning. This 
won't control the voltage but will indicate whether a filter 
should be nsed to compensate. 

6. The placement of lamps to get the effect desired. 

This should be no haphazard procedure, but not ilficule if 
the effect of each lamp is observed individually, with other 
lainps off during the checking. 

7, Surtoundings in which the subject is posed — whether in en- 
pansive or confined areas: color and reflective character of 
near-by walls, This is highly important and can make the 
difference between a “hard light” and a soft light” effect. 


an 


SHOOTING COLOR HY NBTIFICIAL LIGHT 


Before considering each of these factors in some rletail it might be 
‘well to establish three important Sg Sterne tae sitingsash aril 
light conditions from these of daylight. Remember: 

1, That artificial light sources which can be used in the home are 
weak jn volume compared with sunlight. There is never quite as much 
light 2s you think, as your meter will tell you, 

2, That artificial fight drops off or Eades away rapidly as it travels 
from {ts source, regardless af its mntensity. In sunlight we have no such 
problem as “light-to-subject distance.” For the ratio of this “fall-off” 
heck the degra below, an een this general Soria ttn hen 
moving lights hither and yon. It is not scientifically accuraie bit suffi- 
Noaiuliocayaies = 


Aree 
Girth as trates horn ts 

pelle etc é 
One-Poesth the lpi = 3R 
confera ix sufficiently accurate, (Thrwe tines the distance, #6" Ue volume of fight) 


iow yraph demonstrates, roughly. the efi at wich 
eal ght spreads out wad Tose ts "tateraay™ ah € tral) 


from ite scurce Liphe volume: (oe tnensstu) inceesses, in ire 
ratio at the Wight amine i approached 
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3. That attificial light sources in circular seflectors (built-Iy or 
otherwise) throw a circular feld of light having a “hot-spot” or brilliant 
center, with a fall-off in Night toward the ciscumference of the circulat 
field. Some reflectors throw a narrower heam than others but this alone 
does not entirely eliminate the “het-spot.”” 

Now for those factors that so definitely affect color resnits. 


Type of Lamp to Be Used 


First, it must be remembered that the various color films commonly 
used for slides (33 mm, Bantam or 120 size) are balanced lor different 
light sources, but interchangeable with filters. By refetring to the table 
at the rop of page 5 it will be noted that the higher the degrees Kelvin 
the “‘cooler" or bluer the light; the lower the temperature at which 
the lamp bums the "warmer" the color of the light. The fellowing tables 
Indicate the light source to which cach film is balanced, and the filters 
that make possible the interchange of these sources, 
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Light Sources and Film Sensitivity 
ee eee 
pe A Bilns (regardless of teade name} — lasers a Hat 
Bie ie (Strahl a SL an 


Incerchanging Light Sources, with filter corsection: 


[must ayo LDHT TO WHUEHL AALCEH—_WTALRES Urner sou whic eure 
‘Type A—Photattoad Lamps 200K Lamps. — AA of B 
‘Tybe 338K Lana —Fhawtoed” Rar 
‘Type FClear Flash — Phetofloed. 2A or B 
‘Type F Char Fath. = SDK Lampe BE eB 

{See Fier Table, page M4, for complete Eat of thers for conversion) 

List of Tampg suitable for use om home light circuits: 

taste Apoa0xsMars WATTA umn 
No | thotoond 
5 ee 

0 

Retecior Plant C2 


Unless your wiring arrangement {s sich that it will carry a heavier 
load than the average home circuit with 15 amp, fuse, a safe limit on 
light load is as follows: 


No. and type of tamp on | circuit 


Relleetor Ploeds REL? 
‘Rellector Floods (MB) 
Retrctor Spots RSP-2 
‘Now| Phototloods 
3200 K Lamps A-73 


(NE thers are no hese Hate or appliances working on the snow circtit atthe time you 
Ean use 3 No. 2 Plopds, 6 No. 1 Floods, of equal nembee of corresponding wethape 
FR Lamps on ona cect. at seri of Mowing «hse it ther tea put the 
line 2) 


NOTE: The following ton pages illustrate and describe several basic 
lighting arcangements for indoor color shooting at home, applicable to 
close-up figure studies and smat! groups, or any subject which the lights 
will cover adequately, Because the light diminishes toward the edge of 
the field covered. place the lights to coner a larger field than the lens does. 
(AM exposure data, pages 31-41. for Kodachrome Type A, ASA 16.) 
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SHOOTING COLOR BY ARTIFICIAL LIGHT 


The simple Taping stp stent 
a page epauaite gives 20 
iia and fall, ‘ates! ol 
whan proper exposure te mat 
W init oF abject ts fig the 

ete" aguine 
cane seb 
‘Wickgroued 
amet. TE hate ts 


Lighted dt nt igh 
‘ms, Rove tone ta 
Half way betaveen Neah and ack 
hate torts. the Back 
a colon (t should Be "eo 


BASIC TRIANGLE LIGHTING 


Too often lighting for informal portraits is so “fat” that the result 
looks very much like the old time magnesium flash light pictures of a 
generation ago. This Triangle Lighting setup is almost foal-praof, in 
that ie automatically balances the light and shadow sides of faces in a 
ratio of approximately 2 to 1, ideal for color. It permits an exposure that 
will reader flesh tones solidly and with good color throughout, devoid 
of harsh shadows or strong contrasts, And such lighting makes correct 
exposure rslatively easy to determine. either from tables at by light meter 
readings. Keep the fill-in or front light (2) elose to camera axis and on 
opposite side from the Key light, otherwise it will not properly diltminate 
the shadows cast by the Key light. See opposite page 

Meter readings of Eastman Neutral Test Card are very accurate 
for average flesh tones, 

1 suggest that beginners become proficient with this lighting ar- 
rangement before attempting more complicated setups. 
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SHOOTING COLOR BY ARTSFICINL L4GHKT 


The Kew Liyht (1) placed in the concer = 
of the Aupoteanse fn equilitorsl te }ACKGROUND 
angle: the "2" pint being the some ie 
tance fran subicct nx Front Ligne (2) ant 

are from subject Better modeling 


aie TOK 


me ; 
ail tn tame type of \ 


Fiflecfors. For more contrasts. effect” I 
hots Key Light car Be moved cloner or fe 
the front tight moved Farther fear the seb ue 
2 Camera 
EXPOSURE GUIDE POR TRIANGLE LIGHTING 
KODACHROME TYPE A 
"Distance —Lights to Subject No. 2 Photalloods ia Standard 10" 
Maite Pants Refectors - 
FRONT [IGHT (2) KEY Lic Shutter 1/25 sce. 1/50 sec 
Sit 305 oS Was 
7h 5 135 125 
ott a4 (2k #20 


NOTE: If subject is close-up ef a gure and light fs reflected from white or lat toned 
searby wells se %4 {sto les than above, oes 
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upon the backyeound's vatural 


j FRONT LIGHT WITH BACK ACCENT LIGHT 
Flat, front lighting alone makes « subject Jook "fat." Figuses lack 
J modeling and there is little feeling of three dimensional quality. That is 


the way the above head study would have looked without the back 
aceeat ligh site page The hack light 
for geeatest accent and contrast, should he closer to the subject than is 
the front light. but not closer than half the distance from front light to 
subject—one-thitd closer would be better. The height of this Back 
Accent Light, in relation to the subject. will also influence the modeling 
ton the planes facing the cameca, as a little experimenting will prove. 
ting up this light arrangement, determine at what distance you 
‘want subject from camera, set the Front or Key Light (1). then alter 
—> position of Accent Light (2) to get elfeet desired: move sideways as 
well ar ts and down. 
This lighting arrangement need not be limited to one front light. 
but this shows what can be done with only two lights. The back accent 
light can be used with any setup, 


in in the setup on the opp 


paye- The Key Light [2 
re a based 


near lie carer. Exp 
Key Light en 024 
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SHOOTING COLOR BY ANTINGAL Wore 


Wiper or 


th 


‘ack lighted 


effec shots being Back Accent Tighe (2) 
fo one-half the diiance that Key Light ts 
Front subiect, then cat exposure 1 Histon 


Tee thom 


Rey Light calls for 


BACKGROUND 


Lanta 


EXPOSURE GUIDE FOR FRONT AND BACK ACCENT LIGHTING 
TPE A 


RODACHROME 


Distance —Lights wo Subject 


PRONTUIGHT (1) BACKLIGHT (2) 1/105 


af 
th 


NOTE: tf subject fs close tp of Botire wad light 


earby walls, we %9 1/6 


ess thin above. 


reflected from white ur Ugh toned 


33 


Subject. "Axo No Pract v9 G 
Photographer: Curzon E, MAPreson, WoLtiansvinie, New Yous 
Film Used: Kodachrome Type A Exposure: 1/10 second @ £/6.3 + 
Camvra: 435 Grown Graphic with Filter: None | 
| Bantam Adapies Light: One 750w Spot, Taree 500 
Lens: 35mm Optar 47 Photofioads 
Mr. Mattsson ‘oapamente: “The little girl ie my daughter Barbara, Being 4 frst 4 
hud ad hairy) an! amateur pliotogrmplicr for a father she bax gone through th 
real of faviag er pucture taken mes Without nuriber. Up to The time this peaute 
Sor Lanes kcua Se Sears) Moo ned Pana choperlive mode oul aoa the tne 
She became a litle weary nd suffered tram a lack of posience, 20 this shot was a 
for the lock nt discouragement came easy. "The orignal intention wast + 
fave a porta of hat ig her tee outfit, bur oon seetyg the teapeenton 1 deeded 


te bave her hold hee head an her bane and hook m0 though the plans bad been changes 
hirer getting v#ady 0 go awaV 


Im adam fo the pltasing sniple color, the yet Uphking and the quality of the 
hoch tines, J nat impeessed tite te tact that thre abo! contains everdrhing. need: 
Ui the soeiy are thoes tent a sipieiious afomont nq The masses fll the fea 
in incereslng [oshavn, seat al re lines hep the eye writen the pact, The 
ie nnctation 4 ed oh eather stony im intensity, xt doesn’ detract 
4 from the Fiesh tance, The repetition of ted. in Phe hat tie strings te good: and th AND NO PLACE To Go) 
buckyrouad goes Back ard fs unpbirisive, as backgrounds should be LIRFORD FE, MATTESON 


Subject: "Wire Bousuine Goro’ 
Photoyraplier: Hai Keeney, Jounson Cry, New Yors ) 
Film Used: Kodachrome Type A Exposure 8 seconcls @ 1/22 

Camera: Kodak “Pony 828' Filter: None 

fas: Simm Kodak Anaston £/4.5 Light: Two 60w ordinary tungsten 


house lamps 
Hr. Keoney writes: This transparency 
incoloe bata short thne. Froia previous shots 
ih wancth and texture. So the use of the two GOW 
fay an experiment. » ‘The aichite was conceived, setup and abot within an + 


Hour one Suneay afternoon. soup alter my site and 1 were married, Nerdless to 
‘oile tore my inspiration, for # was her hand ip sune in the shot. T took the 
a tice foot cable release - Lusee a small lene opening to facilitate 


= lamp was used at camera Tevel, at the sight, the other 


ing because of ite simplicity tf 
thace well placed. ond none are stpeeflaous The color 
i.does not show the excessive warmth one migiit expect with lghe 

juin warmer thar that Jor which the fm ts balanced. 


10.3 story every one 


(WHITE ALUSHING GOLD” HAL KEENEY 
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A Nude Study To Simulate an Old Painting 


Too many nude figure studies turn cut to be merely a picture of a 
human form. The environment in which a figure 4 
do much to help create an artistic and pleasing 1 
not we did what I suggest you do—study paintings of the old ma: 
From one we gat an idea f ound: From another, 2 suggestion 
‘as to pose: from still another, general light eff 
Titerally: th 


In planning 


t, None were followed 


problem was to combine the ideas in pleasing ascociation 


Composition, The figure 


drape: 


J to fit the horizontal format. The 


Tinos oF the figures'Tkis wee Bret all worked out ix sous sketeves 
Gs a, Te was decided that all lage areas should be 
+ flesh tones, and they defintely would if they were too intenc> -@olors 


were all darker than the flesh tones, for value contrast. To ade 


adil oes ihe rca hee trench nine 

, over the figute—used both as color accent and to accentuate the sculp- 
taal arate Agpie 

Ning. vc S00u 3260) K lamps, anged to esgged abel 

soogs ign als partly shickled Yo mibdue oe ausgunt achtagitle 


ent light from the lelt was used to add sculptural effect to the figure 
1s well as to suggest a second room light 
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SIMULATING ORDINARY HOME LIGHTING 


Do you often wish you could take indoor color shots of the faruily or 
tiend jus! soft glow of a table lamp? It can 
Jone. but it involves certain factors that make proper exposure so: 
what more difficult. Peckaps it would be best to say that exposure is 
more difficult unless accurate light readings are made, No exposure 
9 exact for the opmcity of the lamp shade will have much 
with the yolume of light reaching the subject’ And to get the 
proper eifect the Front Light (2) must be at-a distance from the subject 
so that planes facing the camera have ample light for good, coler, bat 
not so much that this light will equal that of the light from the Table 
Lamp (1)—that would spoil the effect of natural room iMlumination. A\ 
final reminder—the lamp shade must be white if you wish true flesh 
tones. 
There are all sorts of variations of this light effect. and many of 
thom can be secured by placing the main light highee or lower, and by 
changing the head position in eelation to the light 
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ae a pte oe 
(By sett ee prope sheet : 
[agile pg oie . 
teh eh on one kep Loh of al | 
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feo te Key igi a ce 
flo ca is Poet Fight (2 ha \ 
Female fe tas eee \ 
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EXPOSURE TABLE FOR ASOVE LIGHTING ARRANGE 
KODACHBOME TYPE A 


yatance Lights ta Subject No.2 Photodoeds Key Light i HEC am 
HE (1) FRONT LIGHT (2) 1/1030 Stuitter 1/25ee. 150eee 
ci TE 63 ta a 


= one 45 i 


NOTE: The exposures suggested above will produce a very effective result (f 4 sea 
transparent shade is uied on tse table lap Boat rents wil be aevured if exposure ts 
based on accurate Agi meter seaciigs 
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the advantages tan be pee! 
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USING TWIN FRONT LIGHTS 


As remarked many times previously, there are so many disadvan 
tages fi using flat, front light thet any method that retains the advantage 
of full light on the subject and still creates some roundness and thied 
dimensional effect is much to be desired. Too often when twin front 
lights are used they “straddle” the camera, balancing the light on the 
subject evenly and thereby creating “‘latness.” Portable equipment that 
rmotints the eamera between two lights is indispensable when it is neces 
sary to change positions quickly (candid shots). but In that case every- 
thing must be subordinated to the problem of keeping full light on the 
sivbject and following the subject as: it moves about. When the subject 
stays within the full coverage of stationary lights, the setup shown 
opposite or some modification of triangle lighting is best. 

Refer (0 the effect of Triangle light (page 30) and mote that this 
setup produces somewhat the sume modeling, although this arrangement 
is not.as flexible in use, The principal point isto not use the camera 
the center, between the lights, a6 i often done in movies. 


40 


The pling arensenere shows preted 
Teac slo on ts feat ay on 
the copa pe ts ors take bk 
tot Some tablation he tampa re Ree 
tarfloads mounted on a crosxarm made for 
Ya grgie atte sted te eta 
rel sont iby ame 
thoes pane one ot api acts 
the cancel atu bu ity the bowser 
ty shower. art inorig the op Lae 
tone Uecehy Ber the catet Sethe 
Bato Cag (2) ve. an ede of tune 
Ma Freed iit rec be sean 
TO te es ter ste thre 
race pict he jopeiee fate 
Mod): ear Vie cones git saci 
Stee mare eth goon et 
Bot lhe rca helly on the subject, 


SHOOTING COLOR DY ARTIFICAL LiGHT 


CAMERA 


EXPOSURE GUIDE FOR TWIN FRONT LIGHTS 
KODACHROME TYPE A 


neato Ste 
TWIN | 


(and 2) 1/l0-se. Shot 


No RE Refveineocdle 


1B v0. T/50sec. 
f 43, 1/32 


NOTE: If subject is lose-up of gure and light w refectod from shite or Nght toned 


nearby walls) wee 1 f/stop less than abov 
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Variotions in Light Placement 


The four si 
pages 


ple lighting diageams (ustrated on the preceding 
in the endless variety of lighting 
arrangements. Mest of the confusion about highlights and shadows— 
main or modeling light sources versus fil-in lights and such will be 
ispelled {F the photog will think in terms of outdoor lighting. 
Think of the miodeling light as che sun and fill-in light as © rellector. 


only suggested beginni 


Let's consider the effect of the modeling ight for a moment. If this 


light is close to the subject and too high it will create highlights and 
“Shadows similar to those wader a noon-day eun—strong shadows in 


eye sockets, under nose and chin. Ifthe modeling light is on a level with 
will be similar to that produced by the very flat 
e sim very early or late in the day. Variations between thes 
es will produce any modeling desired. 
yott have determined the placement of the modeling light 
the fill-in light or lights as you would a reflecior, to theow the 
ed amount of light into the shadow areas created by the modeling 
light. As we are most concered about the shadows on surfac 
plenes facing the camera. the bll-in should be near the cam 


To add highlight accents on hair or to sharply outline the side of 
a face with back-lighting, place these lights close enough so they will 
throw more Hight on the small area they cover than the macleling light 
throws on the subject. These accents, to appear as a 
Uver-exposed in the final result. iF only as mitch as '3 f/stop, 

Properly lighted indoor color shots require thovight and judgement 
more than they da rigid rules. Frankly. { get a lite bored with the 
professional” approach to such problems, as though there is some 
magic formula. There can be just es auch variety in artificial lighting 
as in ourdoor lehting, Remember four basic ‘‘ules" 

1. There should be one principal light source, That ie your im- 
provised "sun. 
2. There should be at least one fill-in light to illuminate shadows, 
most close-up qutdoor shots require 
The third light (or lights) are for effect—such as accents on 
sortions of a figure 
ckground light, if wanted. This is the one departure from 
auldcor reqitirements, but even it is optional 

Place or set up the lights in the order just listed. When you have 
determined where you want the madeling light then try the Bilin light 
fat vations positions until desired effect is secured. Avoid the objection 
able double shadows around the subject's features, most likely caused 
when fill-in light is too far from the camera axis and on opposite side 
from modeling light. Next add the accent light. if any, and last, the 
background lighting if such is required or desired. 
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SHOOTING COLOR BY \ETIPICIAT LIGHT 


Light Output ~. 

There fs much confusing information about the ‘volume’ output 
of artificial Night sources. Numerous comparative tests with Photoflaods, 
Reflector Floods, Reflector Spots and 3200 K Lamps, used in identical 
reflectors under identical conditions (built-in types not in reflectors, of 
course} show the following results, using a regular No. 2 Phototiood 
as the standard for comparison’ 


In comparison wits » No.2 Phoelod fn Lincs matte fn aluminum enfltoe 
AMP. fy STOP VARIATION 
efector Floog RFL-2__ permits an expasire of. 1/3 stop less 
efector Flood (medians Beam) permite nn exposure Of 2310p less 
Reflector Spot RSP2"_—-—__permis ot exponate a 2 stores 
3200 K Lan (500 wait) ™ “Requires an exposure of 1/3 /stop move 
No, 1 Photetood feqvises at expacite of 2.3 f/stop more 
300 Lan (250 wa) =.__“reaues at capone of: 1 Wop more 
“iy atte natn inca in ung ecesee MBC h a 
isin) Sipe Aa ere sana 18h Ti a eer by mo 
In Kedafectors sino polished de 
No, | Photon gives stay more abe owt than a No.2 mace rfc 
AHO KE Tarp (250 wat) give alighily more Hight urput haa a Ne. 2 in matlerelector 
‘The above table is presented only to give you a basis for exposure 
celeulations when light-to-subject distance tables are weed instead of a 
light meter. With all due respect to such exposure tables they are sot 
dependable for critical work: thete are too many variables such tables 
cannot take into account, Use a meter. Better safe than sorry, 


Light Diminishes Toward “Rim’* of Field Covered 


Readily noticeable or not, the light thrown by # parabolic reflector 
is “hotter” in the center than toward the edges of the circular Held the 
light covers, This is not a "hot spot” in the sense that a spot light 
throws, but even with the most efficient refleciors the “volume” of light 
15 yight or left of center" is only about 90% of that at the center, and 
at 221° right or left it is only about 70% of the amount af light in the 
center of the light field. Inefficient rellectors will produce a more rapid 
fall of in light from the center of light field to the rim, 


Determining Exposure by Artificial Light 


‘There are two ways to determine exposure—rigidly follow exposure 
tables or carefully check the scene with a light meter. 

Ta using tables, base exposure on lamp-to-subject distance of the 
KEY LIGHT, not on fill-in lights. If the subject is flat-lighted with 
two lights (as in the illustearion with twin front lights) be sure to reduce 
diaphragm opening about 25 f/stop smaller than for a single light. Fur- 
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ther, in using, tables. itis safest to have fill-in lights (of samme wattage 
aa Key Light) not mote than 50% farther from the subject than is the 
key or modeling light, Make no allowance for back ar accent Kghts it 
they sine only that. 


BASIC EXPOSURE TABLE—TYPE A KODACHROME, ASA 16— 
PHOTOFLOOD LAMPS 


Tramp-tn-Sbjet dite (medeling lah) Ine swe Na 2 Photnoeds oF 2 Reflecior 
"Tragle” ghuay top page 31 laryp 1 10" matte aluieum eeietors 


SonerSpea] 02 D1ak | 135] 1A | as | 
i ee Ca a 


Mid Wh | WM a TWh! 74k) Gh 
ido | ge [tek | Me] Be) eee | ae | 


the above hie waa compuied trom Weslo veep on the Eastman Gray Nevtal 
Tea Goo forsee oer tn averge we YS Wetop lessor “aveker ase 
2 Wepre 


Conve? above table ox fllows: For flmeerith ancl of ASA 12 axe 1/5 atop larger 
tian tbo fin speed ASA 28 wae 4/5 1 Sop alter, fly speed ASA 100 we 2-2/4 
[eps ale in geet OSA T3s ase /aope allen” 


Incident Light Meter Readings 


In “Triangle” lighting setups such as shown on page 31. first read. 
the volume of the key or modeling light, with meter held at the subject 
‘and pointed directly at that light. Then tum off this light. turn on the 
fill-in light (in this case the one at the camera) and make a reading of 
that light with meter held at the subject and pointed at the camera, This 
{illin light should call for one {/stop more exposure than did the read= 
ing from the modeling light. That means-a lighting ratio of 2 to 1, good 
{or cole: pocteats, Now tata on both lights, take the reeding of the 
combined lights and base your exposure accordingly. making allowance 
for subjects darker or lighter than average: Incident Light Meters are 
preferred by many for artificial light work because wath such a meter 
ne can easily repeat any lighting errengement—merely move lights 
until total volume reads as desired. 


Reflected Light Meter Readings 


Use such meters as you do outdoors, and be sure to check several 
representative tone Value areas in the subject, to determine the contrast 
range from lightest to darkest, If flesh tones are to be rendered properly 
some ereas may require more or less light, to bring them into proper 
‘exposure range with readings on the flesh, 
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> _ The Eastman Newtral Test Card ( gray side) is-an excellent device 
for checking the relative amount 
subjeci Hold the cand direct 
Yor a sure cheek on the 


readings are abont that from average flesh, Once you learn to use this 


card for setting up your lights, yow will hesitate to work without it. <= — 


The Exposure Value System 


‘This System employs a series of 17 Light Value Numbers ranging 
from 2 to 18, as shawn on chart below. Each number represents all the 
combinations of shutter speed and f/stop thar will produce the same 
exposure, Each EV number's series of shutier-f/stop settings produces 
double the exposure of the next higher EV nember, or vice versa. 

In cameras equipped with EV controls the shutter and diaphragm 
are mechanically linked. The EV ring is set at the number indicated by 
a light meter or data with the film, When the operator sers the shutter 
speed the diaphragm ts automatically set at the proper Fstop, or he ca 
select the f/stop ond this adjusts the proper shutter speed. For 34 {/stop 
vatiationé the EV ring is set halfway between the numbers. Shutter 
speed remains at one of the ceqular speeds but the diaphragm adjusts 
to halfway between full F/stops. 


SHUTTER SPEED AND LENS OPENING EQUIVALENTS 
‘OF EXPOSURE-VALUE NUMBERS 


yi 11 
17500 1/250 1/125 — 14617 

150) 1725017125 1/60. 

1517250 12 


SHUNTER SPEEDS 


Cin & Bteee 


FLASH - REFLECTED - BOUNCE - AND BARE 


| 11 popularity of flash for colar slides hos been given consid. 

table impetue by the number of lash-type color films now available and 
the intzoduction of pawer-packed miniature flashlamps 

Flash is a depenclable light source with several advantages—volume 
of light. compared to foods—ease of exposure determination, by guide 
number—and instantaneous exposure, to stop action. Although this 
discussion is eoiicerned with flash bulbs most of the procedures can be 
duplicated with electronic flash, within the limits of its light output. 

There ate three general approaches to flash photography. First, 
flash on camera—second, single flash at other than camera postlion— 
thitd, two ar more flashlamps used in a variety of placements as suggest 
ed for photaflood illymination on pages 30 to 43. 


Flash on Camera, 


‘This procedure has many limitations, It produces o “ft” light with 
little or no modeling of the subject. Camera-to-cubject distance 1s too 
alten dictated by the necessary flash-to-subject distance called for by 
the flash lamp guide number. and that may not be the best combination 
of €/stop and image size. Flash on camera is too inflexible for the serious 
slide maker but itis a boon far the shap-shooter with a simple, inexpen 
sive camera. But let us investigate the greater possibilities of more 
effective techniques. 


Single Flash-off Camera 


Single flash used off the camera offers even more variety of light 
angles than one can secure by placing a figure in different positions in 
relation to the sun, And one can control both light volume and light 
quality with flash, 

The illustrations ox the next four pages demonstrate theee types of 
fh lamination. ‘Thexe ave, af covese ey varistions Of eXEA, seh 
as height of flash and angle in relation to camera position. Type of 
relector and its condition affects both the volume of ight aad the quality 
of light from any flash lamp. A highly polished. fully parabolic shape 
reflects a “sharper,” more concentrated light. A flatter, matte finish 
ellector gives 2 greater spread of light, and a softer light. A dilfuser 
over flash will create a still sofier light, with less volume. 
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One Flash, in Reflector—off Camera 


though there m 
‘Slor usparacion between objects ina nib 
‘ red hy 
0 proce 
hae white 


The Wustraion om the oppeste page 
Aecoid of stony shoclows. Even though 
the Pele end 

Sirecton. ‘The Ae 
Dosetion a8 for 


be Tamar direct ot mt 
hallway between straight overhead and 
the subject. With refecied Hah! she angh 
of incidence ix the angle of cellsction It 


the fash Ts shot stsight ov 
Slightly hack of that the light ts cifiased 
sell ire. 


‘Exposure was 13 #/stop lerger thas tor 
the direet flash shot, 


Bore-Bulb Flash—no reflector 


There is ude fo be guinea with Bare tuily 
fest although the, Fhe te not gute a 

4 aa with a relestor, as the sbndows 
show, ‘The aalhise 


scotier produces 


omesuhat the eye gealiy as a thin ai 
Taser over rellestor. The one advantage fs 
thee, Bave-tal 
Tighe Al) ahi 


wide-cxghe Ie 


the fash), will be woll exposed 


1 f/stop more 
shot with reflector, 


than did the 
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far leje) 
Flash in 
Reflector 
-on Camera 


Flash Bounced 
off White Ceiling 


(at left) 
Bare-Bulb Flash 
—high and to left 


FLASH REFLECTS —SOLINER AND BANE 
Flash in Reflector—on camera 


First, let me make clear that the three pictures on the oppasiie page 
are to demonstrate the difference in effect under three types of flash 
illumination, and not how to pose a figure. The seemmgly awkward 
hand wae posed as it is to mdicate shadow on Nigure. The top picture 
emphasizes the disadvantages of flash on camera, which blasts a hard 
light squarely at the Riqure. In this shot 1 used a matte-firish rellector 
10 galcen the light somewhat, and the shot was exposed to give stificient 
density in the Resh tones. Such shots vsually Inok flat and “burned out.” 
‘The hard shadow bebind the head could have been softened by moving 
the figure forward from the wall. In that cese the wall tene woule! hay? 
beet darker, being facther from che flash. 


Flash Bounced off White Ceiling 


For thie shot the lash was in a rellectar, of course, and the light 
hot straight wp against the ceiling—the flash being about two leet 
below the ceiling and at a point about hallway between the cemera and 
the figure. Modeling on the face would have been more pronounced if 
the flash had been only slightly in feont of the fgure—less pronounced 
if it had been shot at the ceding directly aver the camera, This is an 
excellent light for figure, porteait or group shots in color. Exposure for 
this shot was at one Fstop larger than guide number of the flash bully 
used called for. Distance of flash from ceiling and the rellective chat= 
acteristics of the ceiling affect exposure. Never shcot bounce flash 
agains: a very dark or strong colored ceiling, é 


Bare-Bulb Flash—high and to left 


At first glance the modeling on this face seems muck like that on 
the one exposed by bounce flash. Upon closer examination one sees more 
contrast and a harder feel, Note the sharper shadow along and under 
the pose and the chin shadow on the neck. The shadow from the hand 
and from the bead indicates that the light was high (about 2 feet above 
top of head) and to the left of the camera. Even though this is a less 
desirable light for portraits than is bounce flash it is a great improvement 
over flash in reflector at camera. This exposure was only one-half {ston 
more than for shot with flash at camera because the light was much 
sloser to the figuee. Wher experimenting with this type of lighting, oF 
bounce flash, make three exposures, one at what you calculate to be the 
proper exposure, then one 14 Fstop larger, and one '4 f/stop smaller. ~ 
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FLASI-—REPLECTED—BOUNCEAND ABE 
Determining Exposures with Flash 


Every flash bulb a electronic flash unit has a guicle aumber for: 
each af various film speeds This number is divided by the Hash-1o~ 
subject distance to determine the f/'stop. of fs divided by the {/'stop 10 
determine correct flash-to-subject_ distance, However, guide aumbess 
differ for various shutter speeds. The guide number fora No. $ bulb 
with Kodachrome Type “Fat | 25 sec. is 95 but only 60 at 1/200 see. 
The slower shatter Captuces all the light output ax most flash diration 
is about 1/25 sec., peak of flash 1s about 1/50 sec, A faster shutter is 
‘open for only a postion of the flash daration, There is ap such problem 
with electronic fash. properly synchionized, becouse of the extremely 
short duration of the flash, 

If the guide aumber specified by the manufacturer differs from that 
in the data sheet with the color film follow the data with the film. 


Test Your Own Equipment 


Most amateurs hesitate to “waste” film on test shots, but testing 
flash equipment may save much film later. A good test target is a large 
gray catd on which are mounted 2 half-dozen swatches of colored paper’ 
{leaving a gray batder around each )—one each of white, black, yellow, 
red_ green and blae, none too dark Fellow the guide number given for 
the bulb or electronic wit and make a shot at £45 at proper distance, 
Then expose a shot at 14 f/stop larger and one at 14 f/stop smaller 
Repeat the test at £/8, at proper distance. Compace the processed film 
with che target. If the 15 L/stop over ot under “correct” exposure pro- 
duced the best rendition of the target make that compensation on future 
shots. or work out new guide numbers for your equipment. 


> A Few Suggestions 


Flash for collar photography can produce quality equal to thet with 
other artificial ight... Avoid use of single fash on camera... A 
single flash off camera, higher and slightly to one side, is better—but 
better yet when a Bll light is also used (triangle lighting)... When 
shooting a group, place the ash high to equalize distance between near 
and far figures and turn the sefleetor toward the most distant figures, 
‘Thic will” feather” or reduce light falling on closest figure. .... Bounce 
light equalizes the light over a large area without the fall-olf problem 
Mis agit lige eaucens 1 To ecard room gts ee heen 
‘or Christnias tree lights, use time exposure of three to ten seconds, then 
fire the flash for general illumination of the scene. ». . On every flash 
shot be-stre thot the Bash will nat be reflected in a mizror or window. 
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G ew h PF T&F 


CHILDREN AND PETS IN COLOR 


1G you hase ehildsen o1 pets of your own they are probably your 
favorite subjects lor color slides, ond. because of the lose association. 
You are able to take advantage of those sudden opportunities for many 
axe shots. 

“Those of you wha do apt have such subjects at hand (if not under 
foot) have more of a problem in handling the subject, espectally if you 
and the subject are not well acquainted nor sulfcienily accustomed 
to each other so there fs a mutual “acceptance” and an easy aeocintion, 

TIF you uze a parent or the owner of a prize pet, and you have been 
successfully shooting your favorite subject im color, you have probably 
worked cut your owa techniques through trial and error (and some 
exercise of patience), If yon have developed better methods. than | 
Suggest, stay with your awn procedures. These zemarks are directed 
primarily at the beginner with this type of subject, 

From my observation and experience the most fascinating pictures 
of childcen are those of ones between the ages of six months and three 
years, Shots of very young bebies are usually no more than records — 
ihe infant hasn't yet reached the stage where he can really put on a 
"Show's Beyond the age of three years most childeen tend ta be sell= 
conscious and ac a result "freeze” a pose. They lack the naturalness of 
corliee years, Uf the aubjects are your own children and yaw have been 
photographing them since infancy, they may be less "stagey”” than when 
Photographed by a comparative stranger. 

If you are working with a young child, the first slep is to et the 
subject become thoroughly acquainted with the equipment. Don't try 
to-get those price "natural" shots until the child has all but lost interest - 
inal the gadgets and in what you are attempting to de, This preliminary 
‘getting acquainted period ie all important if you are ta get a pose other 
than that of the child staring at you of at the equipment. 

‘The most compelling child pictures are those cought at the peak 
‘of some expression—cancentrated interest—laughing—crying—any one 
of a thousane attitudes and expressions that can seldom be forced or 
posed, Let the child be himself and do what he wants to do. He yell 
anyway. 5 

Tes usually: best 10 amuse the very young child with things with 


which he ts familiar. and likes The sudden introduction of a new toy ~ 
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Le Begone TAG 1702 


Although { would have 
been inclined to use sy 
chronized flash for all 


these shots, the results 


do with equipment and 
light conditions with which 
he is familiar and in which 
he has confidence. It is 
often a mistake to attempt 
to follow rigid cules —work 
with whet fits the situation 
and with what you feel wil 


Jemonstrate whi 


give you the best results, 
within the limitations im 
posed by equipment and 
conditions. Handling the 
equipment should be auto- 


Tip Dace 


Io. teraperament, thle Bord 


ge fetlected. Ne ple 
is poxe on the mantle 


Equipment Should Be Easily Portable 


As yur 
a fact that all bur rules © 


I know. ne 


ra child nor a pet is a “still-life” subject 
a (ripod waless the subject can be confined. 
fas ina high chair, and even then it will be difficult to got the framing 
you want af the time o) exposure, A rellex camera on a tripod with a 
Panoram head is probably the most adaptable tripod mounted equip. 
ment, although the same method can be used with other cameras 


u will 
se-up shots, 


ave £0 shoot at 1/50 second oF faster to stop action 
is of frst imp 
on indoor shots, which means 2 


one curate Focusin: 
be working at a rather large f 

hallower depth of 
be used. Foes 


tance for you will 


8 smaller diaphragm apening can 
‘harply on the front planes of the subject. or the eyes. 


Use newspay 


er headlines or some siich to focus on. ta be doubly sure 
of sharpness. Remember that more of the subject back of the plane 
focused upon will be shacp then aress in front of this planes roughly 
twice as far back as form i it A good general rule to keep in 
raind. (See chapter on Lenses for actual Depth of Field.) 

hes: 


to suggest specific equipment. becauise equipment alone 


ure problem. but in shooting chil 
advantage in using a larger film size 
the slide is mounted, 


is seldom the sole solution to any 
dren and pets there is a decided 
which can then be cropped wher 


= 


pal oe ow 6. The Intenso expres 
lighting, o& Kedochn Typs pets R a 


Flash is Preferable for Shots of Chi 


iren and Pets 


The safest lighting setup is the Triangle formula, shown on pages 
30 and 41. When using flash with the two bulbs which this setup calls 
for, base the exposure on the bulb on the extension ceed. not on the one 
oon the camera, Ifthe bulb on the camera has the same light output as the 
modeling light (on extension cord) and IF (hecause of a departure 
from the triangular setup) the camera-to-stibject sista 

zatel 


«is appeosi 
the same as the exiension cord bitlb-1o-subject distance, reduce 
tive output of the bulb on the camera by placing a diffusing 
sereen over this bulb, If you ave no such sczeen, drape a handkerchief 
or comparable piece of cloth over the bulb and reflector. ‘The strongest 
light (the one on whick the exposure is based) should always be to one 
side of the camera, otherwise the result will have that typical 
lash Jonk, with little modeling 
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N... iibjects peésond alnanseeyiof pcoblense, eoeh peonlae 


ype of subject being shot. The bied and animal photogeypher 
sunting and stalking task quite different From that af those who 
jers or rare plant growth in the deep woods 
Rather than cite a number of hypothetical situations { am showing, 
through the results of six nature photographers, the equipnient used, 
the lighting. and the phowycapher’s own statement as lo any, special 
problems encounteced in getting these shots 
‘The most successful photographer of bid life T have known shoots 
bird nests at the time the young birds hateh fore they are strong 
enough to leave the nest. He first scouts for nests and once found, 
ps an eye on them for developments, Then he observes the habits 
ol the parent birds and feeding times. He then sets up his eqvipment 
(Continue! on paye 60) 


Guassnopeen HM. Woenrz 


Film: Kodachrome Daylight Exposure: § seconds @ £/20 
Cemera: Contax 1, with Speed-o- Filter: Harrison B 4 
copy and extension whe Lights Two No. | Photolloods 
Lens: Zeiss Tessar 1/28 21g" and 3347 Irom subject 
Exhibition record: Honorable Mention in PSA. Has been accepted in 
every salon to which submitted. 


Copying device with ground glass 
Foc focisiag Was uied intend of 


Hiary Temes because of the criteal 


ture necdse to guia dejsh i lacks: 


HM, WOERTZ 
PASADENA, CALIFORNIA, 


ment for, being 16 
Hliantly lit seith photoflood: 


Exxhib 
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Fim i 


fh Isa ‘must! for these lively little animals. The pr 


Bu 


ition Re 


re shows, three in color 


i ain 
ves, APSA CHICAeO, {CLINE 
Tas. 
Da, Fuaws E, Rict 
Bellow Fata: Kodachrome Type A 


cord. 


ni the dark during 


siffcult T 
6 rhe 


ni quiet for five 
with dark or subdued color 


The problem in such pictur 
this case a bird feeder was pla 
about four 


mber on a cold morning and the Blue J 
af the cold. 


(Below) 


These Tilliums w 
they 


6 (1% Camer 
bellows b 
Lens: Tessar 
Exposure: 5 seconds @ 
Light: Two Photolload 
Exhibition reeavd: 
Camera Award: three salon a 


‘Sea Anemone” 


Filly Kodachrome Daylight 

‘Cavmera: Leica $F with Visoten 
Td Tilfowes Faciseng Device 

Lens: Hektor (451350 


Expose: 1/5000 vec. @ f/32 
Lights: Two electronic Haxh 
faces, one fala. ore Allin 
ower, 200 "Watt ave Unit 


Uric 


Rexhibition eevued: 6 yecepe 
incre 3 honors, | medal 


“ehis type of subject matter presents unusual exposure problems. Be- 
cause of the Meshy (ransiucent nature of the animal, there is very low 
light reflection (the light goes right through che Aesh)- Result: four to 
St Limes normal computed expasure is necessary. Flash ie required as 
these anunals are constantly moving, The anemone, of course is under 
water, The form and textural quality of the exposed gullet is exquisite,” 


LOUIS B, ZIEGLER, 3AN JACINTO, CALIFORNIA 


(Contimied from page 37) 

(flash cquipped, fired by remote control) and lets the birds become 
accustomed to the apparatus. When he és ceady to shoot he conceals 
hhimeelf from view as much as possible, makiag the shot when a parent 
hhitd returns with food and is in the act of feeding the young. The results 
compensate for all the tne and patience. 

The photographing of growing wildflowers can beat be done with 
a ground-glass camera with a rather long extension bellows. IE cut 
Sheet film ts used, two slide size exposures can be mad= on each sheet. 
by improvising split dark slides so only one half of the sheet will be 
exposed a atime. Successful work can be done with long focal length 
fenses or front lenses, for close-ups, but such equipment is not as flexible, 
Regardless of which equipment is used, remember that when the lens- 
to lilm distance is greater than the focal length of the lens, some expostze 
Compensation must be made, On all close-up work aa Eastman Koda- 
guide for “Effective Lens Aperture” will save many @ shot for you 
There are too many combinations of focal lengths, lens-to-film dis- 
tances, etc, to list here. (See Chopter Ten.) 

Flash i¢ an essential in the deep woods, for plast life shots. “An 
efficient, smail reflector ta illuminate shadows will save many shots even 
{nm the open under a full sun. Many nature subject shooters use electronic 
flash as sole light source in daylight, as did Mr. Ziegler in making the 
above shot 
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CH £ & a Bee Be Gh wee 


FIGURES, INFORMAL PORTRAITS IN COLOR 


| ORrWAI Uke is a majar branch of photography, as ies oF act 
‘The subject is so expansive that it cannot be covered short of a full- 
sized book, and there are good ones available. The majerity of color 
slide shooters | have encountered are more interested in informal figure 
and porteait studies than in serious portrait work. For them, the next 
Few pages offer a few elementary suggestions. 


HEAD POSTURE AND WHA I CAN 00 


am, : 
€ al} a 
1 4 


1 Pullface shots moke a luce appear wider than it ix; good to help broaden thi 
faces. 3"Tirwe-quantrs mew! makes a face appear fonger and nairower, but avost 
[isstay tip of noik touch check outline —heep Tf mall Inside ex foie t Bren the cherk 
tne dit. When 4 ea led ermal o cane anal gh the rove 
fppenes sone: thar 2s: We chin appears less prominent: the upper lip is shortened 
wth loate re made flee. 4 When a Reade fltad back or camera angle fs ow 
the nose ta forestortened, clea eppeats Tanger. But wil ameoth neck wets 


For those of you seriously interested in portraiture may I suggest 
that you study calor reproductions of such masters as Sir Joshua Rey- 
holds, Franz Hals, Raphael, Velasquez, Gainsborough, Titian, Holbesn 
and Whistler. Study their lighting. backgrounds, their handling of color 
and calor intensities. 

‘There are seven important steps in producing a portrait—1) Is sib- 
ject to be animated or elaxeé?—2) decide on pose—3) select costume 
and accessories—4) choose background color to enhance the mood— 
5) decide on framing and phicement of peops for best composition — 
6) experiment with lighting—T) catch that moment wien the subject 
expresses what you wish to capture. It is the capture of that something 
that fives which resnlts in what can be dignified by the name portrait 
Ascolor should help express the mood of the subject. be sure itis appro- 
priate to the subject. Refer to the Color Wheel and to the color schemes 
suggested on the last page of this chapter. 
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This Portrait taken by Diffused Reflected Light 


ie color quality of flesh tones, in any slide, is dependent primarily 
spon the quality of the light Muminating the flesh, “The Binest diffused 
The 


ition T have been able to create used meaas any one can employ’ 


diagram below illustrates one way to create the type of reflect 
ed, diffused light used to. illuminate 

ubject shown above, Some might 
esl] this “bounce” light, and it i 
with a difference. Most bounce light 

lat surface 

parabelic reflector. Be- 
cause it is. there is one best dista 


which to place the umbrella. As 
with all reilectors, one must experi 
ment a bit with angles, and with the 
placement of the photollood. Bu! 


angles and distances can 
determined 


e easily 
the visual effect on the 


subject, and meter readings. Try this 
Nighting You will be 
ed at t sual color quality 
h iones—a glowing, lively 
warmth 
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HIGURES, INFORMAL PORTRAITS IN COLOR 


Tis tfosml pice stay supgents te 
bveclegeal to man a 
wih pleasing eect. 1), Have 
gabe Un an en 
) Keep 


the fachyroned 


Aad ont 


People doing something make interesting Figure Studies 


Keep in mind the distinction between 


dies.’ In the lest, ever 
the be 
flesh, hair and eyes is a part of the story 
jerything within the picture 
‘area is an integral part of the 
picture story. That is or 
ch studies are usw 
ally more interesting wh 
subject ix doing something — 
some activity with which th 
are associated. The study at 


the right would be very static 
and “posed” if the colored 
woman were merely sitting 


staring at the camera, The re 
cult would be neit 
trait nor an i 


sity, When you plen the Fo 
press 


thing must, of necessity 
possible rendition of the subject s character 


ts" and “figure 
be subordinated to 
and true eolar of 


Tn informal figure shots 
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FIOURES, INFORMAL PORTRAITS IN COLD 


Color Association in Portrait ee! Figure Studies 


The color composition of 2 portrait or gure study should be con- 
ceived and created in the order of importance of the elements, and the 
areas they occupy, and generally in the Following sequence: 


1, COSTUME, tes ctor should ith the site's complex: 
thould be anerogriats tthe mooderheaeeteed Hi Seely ie 
ac ees et atl wp rnd ht rae ee 

cise core wil Beiter express a calmer pers ally tus Oa ire 
intense colors can be uae wits a prsen welts sting Besh ones acl Sk hae Tee 
should be used with fls fas tovet nd vety Lica Tate, Grayed cou eof (ether 
‘igit or dark vale) wil enhance the wirnth of delicate eal lanes, Watts Sore 
‘ait be ase wlth any compleston type If tx eve cole fs seperated from the tea 
‘wilh shite or a sickens collar Scart or par, An all white comune. apataat 
‘Da appropriate backgroud, wil place Color easton the Heck tones 


2 apRACKGROUND,. A tackyround should Ke Jat hot i portrait a 
omic sibordtated 0 the AEs and estan. Toe het hatharond i 
Sewer cannot reatenher after Re has ceased ta look at the aide Te figure studies 
backgrounds offen tell part ef the pictire story, Bat they should be of secondary 
sistem: Ia eter porn or ure suds the boekoround shold contrast with the 
Figure in color cr toe Vie, or both andl ta all easas the Intoraity of the backround 
colors should be weaher thaa the Intensity of the cclurs in the gostuine, 


Foi-complesioned subjects x Yaht value costes are best agaitst hackgroundde 
of darker tone value tan the darkest tance the Agnes. Dk couesioncd. Meck 
faired subjects are usually must effective agolaat backgrounds tise are tater Ih 
An fane valve or thot ave darker than the Besh bat lights hn the fait 


Background colors, whee 100 intonas, lead to ad the bockgrovsat cole 
sentry, col 0 ts fesh Tones Stray ac crs wl make dat, fale 
Eipeat” “cooler” and paler rang cool Colors liunette Beth toner appear 
BVellowlst or even yrevsish™ a 


3. INGIDENTALS. Simplicity in number of elements and in color tx the keynote 
lor quod portraits: In gure snidies nbjecte that svppart the thene of tye pictore 
may olten Be ined tosh to odd to the aictare story anid ag eBective spots of EOIOE 
‘icrents Keep oat all extraneous objects 


Tike foregoing may seem to livit the number anul kine of colors that can be 
fused While it irve dint more subdiied colors create che (host arse effect. portrait 
tnd Bute shots’ need not be ennfived the weaker colors, sa the fallowity Hsing 
muggerts. How effective these combinations work out cepersls as muuch pon the 
{iytensitiey and tone values of the colors as aout the hue or color used. The list helow 
fr only» begioniag, but Wtmay bely seart your thisktag. 


UELIANT COLOR COMBINATIONS 
Costume —Backgroond Small Accents 


LESS MAILEINNT COLOR cOMMNATIDS 


BiCem Baga” Gacgaer” Cosine Background Sall Accent 
ce a rain 
Bohne Egienlee Sader felt Bive — AsitaPergle 
Dicktiowe Apna flue 
RATED COLOR COMBISNTIONS Gene owner Boeke sen 
Se Bes Belge Peart Bue 
iiGrar Dalla SuueGreen Borde on Gold 
Sie lene ; 
Die Btlowepe ina Suite Row 
Cte Bowe Grit Honey Color™ inetd Geen 


(Diagrams for portrait and figure lighting are given in the chapter 
on Artificial Lighting.) 
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SLIDES LIKE THESE MAKE THE SHOWS 


| 11e assumption is that you want te continually improve 
Your color slide results, regardless of what you shoot or Why you shoot 
It. There is no better way ta pick np helpful suggestions than to see 
and study other photographers’ slides. and above all, to see your own 
in direet comparison with the werk of a considerable number of people. 

If you do not belong to a camera club, join one for at Teast a y 
3 calor camera clib, preferably. Many clubs have a cofor division which. 
invites speakers on color problems; goes on feld trips: does some studio 
shooting: and mast important, periodically hat. projected shows of the 
‘work of chub members. Do not be timid about submitting slides for <uch 
showings. You will find many poorer than your own, and sonte better. 
Study carefully what seems to be the strong points of the best slides. 
Talk to the producers of the ones that impress you. Most peuple ore 
more than cooperative and will ell you all their “secrets,” which in most 
cases {urn out to be no more than eozeful work and a jittle more thought, 

Alter you have flexed your photographic muscles locally, submit 
your best alides to some of the Color Slide Exhibitions held in this 
country and abroad—dezens of them each season. In these shows your 
work will go up against a fair cross-section of the hetter-than-average 
color slide shooter. 

‘Usually, 20% to 25% of the slides submitted get into such exhibi- 
tions, so acceptance means a very considerable commendation of your 
sii Dates Ge frequently given the top five slides in the show, 
and Honorable Mentions are yoted another ten or more. Your work 
will be analyzed by competent judges, most of whom are color slide 
shooters with a good exhibition record of their own, 


What the Judges Hope to Find 


Most judging ie based on three esventials which can be briefly 
designated as INTEREST (in subject mater), COMPOSITION, and 
TECHNICAL QUALITY Any slide that is high ia all three is “in,” 
without further consideration. Other slides may be excellent in one or 
two of the essentials but weak otherwise. If such slides are striking they 
are included immediately or put aside for further consideration, and the 
best of them will eventually be accepted, 
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that are devoid of any interest, that are poorly composed, 


and that are further cursed by schnical quality are rejected as 
soon as they are shown 

A tip on selecting slides for submission 10 these International 
Enhiditions—inleresting subject matter will rate higher with most judge: 


nical quality, although t 
But T can peactically guaraat 
nce without interest or good composition will 


alone will not assure agceptan 


technical excell 


Subject Matter for Exhibitions 


Al} general exhibitions ane open to all types of subject ma 
(Ther 
subjects.) I cannot tell you what 
But Tea gi 
fe likely than not get thumbs-down 


xelusively to Nature 


cep 
yon a fairly accurate warning 


1 nor what 


will be given award 
{matter that will 


The highest “m 
amily ot friends (a character or portrait study, if 
ful cons 
ely cross-country sho 


tulity"” rate is among 


well done, will get most ation] 


(to get 


andseape scenes that are m: 
attention a jandscape should be an unusual ¢0 
close-up oF dominating formetion, ot 
Even 


Geamatie, relative 
most any landscape und 
hes of Fall olor 


not get far). 


nusual light conditic 


spla without i 


5 that are not well composed (close-ups of 


Flower or still-life stud 
ged still-life gubjects rate high in 


flower forms, or Well a 


There are ether mise 
but the above 
ities" in most judging. T 
hat they do not command and hold interest 


hat da nat fare sow 
fest percentage of “fatal- 
such snaceeptable 


the hi 


categories con 
ne comman weakness 


Copy Techniques but Not Ideas 


Thousands of yout ate aor [nterested in partic(pating in camera club 
tivities but Lam su color shooter desires to improve his color 


matter if you shoot color “just for fun" (and 


e results, It do 


everyone should enjoy his hobby), you have a considerable iavestment 
ih camera and projection equipment and a continuing investment in 
film and processing. Poor shots cast as much as good ones. Observe the 
technigh uccessfull ama id apply them to yaur problems 


Ce ques but be original in ideas 
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Timorny M, Lawzen, Jr. 


Film: Kodachtome Type A 
9: Contax Mt 
m2 
Fexposure: 1/12 
Filter: Non 
Light: Photoflocds, two No. 2's 
for avain light, one No. 
on back 


Sonnar £15 
sec. @ 2.8 


hair. four No. 1 
ground 
hibition record: Several 
ceptances, one Award 


TIMOTHY M, LAWLER, 
KENOSHA, WISCONSIN 


Study the Picturos on the Following Pages 


Unfortunately, no book can reproduce, in full color. 50 to 350 
color slides accepied by the average International Cole Slide Exhibition, 
Through the whele-heasted cooperation of some ol the more consistent 
producers of acceptable and aw book does present 

-al pages. Yow would 


winning slides. th 


like to see them all in color. So woald 1 


y oF interesting shots on the next 


Bat as has been reiterated alm: 
the wnusual 
planning and ingenuity 
These black and white reproductions tell 
1 added intere 
‘alla the color “coating” pravides. Study these pictures, ana 
them, and compare them with similar projects you have 
attempted. To better interpret what happened and why. read the tech 
nical data and the comments of the makers of each slide. Try 10 see 
the situation through his eyes and attempt to follow his mental proc 
as he solved the p F 


he point of boredom, intere 


ing subject matt the cor csonted in am 


monplace 


tuncommen manner iginality—these are the 


Fretore that make a "picture, 
andl 


ory the pictus tells, minus only the beauty 


Sha 
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Miss Daur Fueuo' 

Enseerr E, Smit 

Film: Kodachrome Day 
light 

Camera: Leica Model A 

Lens: 50mm 


aylight plas Win 


Light 
dow Lights 
Exhibition record: Medal 
Award, Chicago In 

‘ernational 


reflection in the window 
hut cansidered 


yeloped idea 
di 


when people say, “Too had you couldn avoid the 
automobile.’ To me the transpacent quality of the car 


image lends a dreamlike effect which suggests a surrealist treatment 


Euwerr E. Sur 
Mat Vartey. Catirornia 


Photofiash as Sole Light Source 1 


—_—— 


Now Atwavs A Grow 


FANTASIA 
P.W. Youne Geonce Bian 
Film: Kodachrome ‘ r 
ach Film Kodachrome Type A 
Type A Cannera: Recomae with 35 mm back 
Camera: Contax I Lens 105 inm Zeiss Tessar 
Lens: 135 mm. Exposure: 1/5 second @ £/11 
Exposure: Time, by uetez Filter: None 


Pilter. None 

Lighht:Strongly side 1 
ed with spotlight, Al-in 
at camera subdued 


Lights: Three 500 watt spot 
With ced, blue and green gf 
Exhibition record: Submitted ani 


cepted seven times, three Aw 
Exhibition record: | Nine to Honorable Mentions 
acceptances. one Award porn ece ee ae 
The name of this shot came from che néeal for a third glass in the picture Tete wht 
to better balance the composition. Two glasses and the decanter didn't eal wa 
( work out right in any arrangement. The original idea was to make the eon of suspen 
sloced shadows the dominant part of tke picture, which I think wa eis 
pretty well carried out, A Contax Universal Viewer was used! fo f GEORGE BLATIA, CfIteAco, 1-LINOKS IE 
teranging the composition.” P, W. YOUNG, MINNEAPOLIS, MINNESO” ne 
[Below { is a double exposure. First was of child asleep over the book 
This shot was made one evening at the Yellow Springs Camera Club Lighting, No, 2 Photoflood at camera, 60 watt mazda in table lamp to 
ticular idea in mind. It was placed on the posing box, and when the with cloth. Position of blacked out background marked oa ground glass. 


e in this background azea, and was a close-up 


k enviously at Second exposuze took 
loriag ot of the end sheet In the book, cut to, he 
ton.” effect ¥. Jo ROUFE 

$F PAML, MINNESOTA 


young lady was placed be the flea of having ber hi 
1, The envious look, not overdone, the soft 
implicity of the picture m: 


1 happy combi 


Ane F SILEA 


Drmasr ano’ 
‘Tonso V. J, Rour 
Aur F. Site Film: Kodachrome 
Type A 
Film: Kodachrome Type ? Camera: Recomar, Ban: 
Camera: Bantam Special ram back 


Lens: 45 sm Lens: Schneider Xensr 
Exposure posite: Time, by meter 
Pitter: None . Filtee: No 
Light: Two No. 2 Photofloods on Light: Sec above 
ubject, one on background Exhibition record: Rt 
Exhibition record: Several ac- d cepted wherever sub: 
ceptances, two Awards mitted, two Awards, 


Film: Kodachtome Type A 


Camera: Leica IIIb 

Fens S0wm Elmar £/35 Light: Oi 2 Photallood stand 
Exhibition recorel- One Honorable Mention, seven acceptances 
The desire to make this pictur probably duc to my close asse 
ton with the fabrication of these gears and the Ral checking to very pre: 
ise tolerances. At the end of the day's work on the gears the nati 


aecangement and their beautiful sueface texture promy 
| No. 2 Photoflood in a desk stand for illumination and make a rece 

what seemed to bea nice association of related elements. Some sli 
gement of the s was made but no elaborate preparations 
weeded. For the purpose of filling the pictur 


fe subject matter an Optical Shost Distance Focusing Device was used 


R.E. MeApants 


space properly with 


at hand. Th 
haut efoct 


In’s Waammnr Insive Rura V. Wet 


Film Kodachrome Type A Exposure: 7 minutes @ 1/8 
; Camera Argus ( Filter: None 
Lens: 50 min. ( 315 Light: Street lights only 
Exhibiuion record: 15 acceptances, 2 Awards. 3 Honorable Mentions 
‘ 
Being particularly fond of might shots, I had ventured out to take 
several snow scenes one cold winter evening. [twas 3 below zero. and 
alter taking two time expasures my hands and feet became sum, 
so L packed my equipment and d to call it ‘quits. Entering our 
front door I happened to notice the house across the street, which lecked 
40 inviting with its warm, yellow lights. I thought this cozy atmosphere 
might create an interesting effect, 30 set uyy the tripod once more. and 
this shot is the resul 
dy's experience. should be evidence again that 
ut find them—the ability to know one when. you 
* ild also prove that getting good pictures requires a litte 
work, brain as well as fey, Successful photography is hardly 2 
man's hobby, although there are thousands of pictares that prave that 
, ot is no picture principally because the photographee was unwill- 


ing to make the effoct to make it better 


Memon 


dachzome T'ype A 
antam back 


Fitter: Now 
Lights: Photoflood with blue filter on 


the bea! ren background 
Two N sm subject, one ai 


Exhibition ree 
ances, one Award 


Several accept 


ee Gans 
leasing. background ‘that 
Rewers and 


Joun Bacar 


Film. Kodachrom 
Camera: Aegu 
Lens: Cintar £/3.5 
Exposnre: Open flash, £/18 
Filter: 81B 

Fight: One No. 11 flash of 


Hene’s To You! 
Tuomas Lineon 

Film: Ektachrome Type 

Cumera Medalist 11 

Lens: Bhtar (/3. 

Exposure: 1/10 sec. @ 
Vs 

Filter: None 

Eight: One 1500 w 3200 
for crosslighting, and 
one 500 -w 3200 K by the 


Exhibition record: Several 
acceptances, one Ist 


Award, 3rd prize Popa 
« Photography Month 
ly contest 


After discovering thi 
Finlander and doing him 
in black and white, 1 wers 


ack the following ye: 


ske him in color. After a 
jot of persuasion he finally 


consented to pose. Getting 
all the hghts and back- 
ground arranged in an old 
barn, the setting seemed to 


be perfeet, But getting the model in the proper mood was my sain piob: 


as he was mostly interested in the fee, Being a hermit and hard 
in impaticnt and drank the first few glasses of heer. Afte: 


that he was in very good humor and this shot is the result 
THOMAS LIMO } 
MINNEAPOLIS, MINNESOTA 
This is an excellent character study. with all the feeling of authenticity 
in character as well as action. It is proof that the best chasacter studies 
are,""natural” ones, not acted out uflaged with a lot of make-up, 


or phony accessories. There are not enough of such subjects in 


erage color slide salon, and it might well pay ¢ 


to provide good character models for a night's shooting each yea: 


SLIDES LIKE THESE MAKE THLE SHOWS: 


General Rules for Color Slide Competitions 


If you would like to check yous efforts against those of the better 
than-average color slide shooter, send same of your best things to one 
of the big exhibitions. ‘The rules are simple. and thase given here are. 
n general, those stipulated by most of the eshibitions, If you are not 
a member of the Photographic Society of America and do not yet notices 
oof such exhibitions. you will usually find schedule in your favorite 
photographic magazine. 

Hece are the general rules: 

1. Shdes cannot be submitted a second time to the some exhibition 

ina subsequent year 

2. You can submit one to four slides, usually restricted to the 2'x2" 
mounting glass size. although some exhibitions accept 120 size 
(244°x284"). Entry fee is usually $1.00. 

3, Slides must be clearly marked with the title, maker's name and 
address. Each must be spotied in the LOWER LEFT HAND 
corner, Slides may be in glass or cardboard mounts but glass 
is recommended. Slides hound in glass over Ready-Mounts are 
INELIGIBLE. 

4, Entey form, entry fee and slides should be shipped in seme 
package, and all packed securely with corrugated board. It is 

best to mail first class, avd be sure your name and return address 
is clearly marked on the package. 

Rejected slides will he returned promptly; accepted ones shortly 
after the conclusion of the exhibition. 

6 Slides are submitted at the owner's risk 

‘That's all there is to it. T strongly urge that you expose your best 
efforts to stich comparison tests, and keep on with your exhibiting for 
2 period, at least. [Do not stop because your first offerings are rejecied, 
‘The experience will be a stimulus to moce studied efforts, and your 
results will improve as you get into the competitive spirit of these very 
worth-while exhibitions. 


PROBLEMS IN CLOSE-UP SHOTS 


| TACTICALLY evety color slide shooter now and then desites to 
make close-up shots—to work closer thin most camera lenses will permit. 
‘The average lens on either a 35 mm ora 120 size reflex camera has a 
ainimum working lasit of 30° to 36” or farther, from the subject, his 
limitation is no Fault of the lens. ‘Phere simply i no way to tack the 
fens farther from the film, ss one can do with a bellows camera 

‘This chapter suggests some of the problems of close object-to- 
camera shooting: some of the means whereby such shots can be made; 
and a few tables that can be a gale to more accurate work, and close-up 
shooting involves mere aceusate calculations then are necessary in aver 
age slide shooting. Only a few tables can be given because there are 
dozens of jen and extension tube combinations and each has its own 
formula. 1 hope this skort discussion will also help én the seleccion of 
lenses and other accessories needed for the particular kind of close-up 
work you may wish to do. 


Some of the Problems 


1, The closer the working distance the more accurate the framing 
must be, The average view finder cannot be adjusted to correct parallax, 
‘The closer the camera is to the object the moze inaccurate is the view 
finder coveraye, Reflex camczas solve the problem through ase of a 
ground glass. And there are ground glass focusing (and framing) de- 
vices for detachable single lens cameras like the one Illustrated on the 
next page. A plumb bob can be used with view finder cameras, of taleu- 
lations can be worked out with a celluloid triangle, to locate center of 
picture area, but this will be of little help in accurately framing the 
‘picture unless you draw or cut a mask of the exact area covered by the 
view finder at the distance you will work, 

2. The second hazard is correct exposure, If you have ever worked 
swith a view camera you know that when the bellows ig extended so that 
the lens-tn-film distance is greater than the focal length of the lens, some 
exposure compensation misst he made: the farther the extension the 
greater the compensation must be. When extension tubes are used the 
increased distance from lens-to-film has the same effect on exposure az 
does bellows extension on a view camera, (The Eastman "Eifective 
Lens Aperture Guide” calculates exposure compensations quickly.) 
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Supplementary Lenses 
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PROBLEMS {N CLOSE-UP SHOTS 


Ubsiny Extension Tubes on a Single Lens Reflex Camera 


poSubloct Distance with Tike 


Relative Image Sic 


r 


Image size, ens only 
(Ohio tail about 


The above illusteatics 
With a three-piece extension tub 


hows an Exakta 
combina 
4", and 


tion (section Teagths approx. 14) 
") which, with adapter riags € 
lens more than 2” beyond its 

n on the camera, This fs, in 
bellows extension on 


the regular 


al posit 
effect, the 


meas t 


The lens on the combined 
from the film or moce than 
lens. 2 2 


tubes is over 
twice the focal length ef this 

The illustrations at the righ 

on the film for each of the tube 

Jens combinations given 


ri inder each Image size, fen on comb 


frame. The exposure compensation neces: nation of 4” and 34" tube 
sory in. each case cen best be expresced by qm wes 
the following formula: 

mr tem opin Image Tens on Ive" tube 
im sorssximety ewize§ Cibjece tor ftm about 734" 


Wheaten 
sh tee 


PRORLEAES BE CLOSE-UP S110TS. 


Depth of field, or the total depth that ean be held in Focus is a third 
hazare an extremely close work. To thustrate this point the shots of the 
lower (except the bottom ane) were all made at the same shutter speed 
and the diaphragm opened the necessary amount for each additional 
section of tube added. The fisst shot with lens only, at {/11 held all of 
the objest in focus, The second shot, at 1/8 held most of the lawer in 
seasonably sharp Focus even though object to film distance was only 9”. 
‘The third and fourth shots, with focus on enter of flower. are badly 
‘out of focus doth in Front and hack. The fltiy shor, focus on center of 
flower again, and with lens stopped to 1/22 (time exposure) held on! 
the center poction of the flower in passably good focus. | Image size is 
Tanger than actual as lens-to-film distance was greater than lens-to-object 
distance.) 

What to do? ‘The truth is thot any 2” lens, so entended, cannot 
hold much death of feld in sharp. focus even at £/22. In nuch close work 
the object steel! must be shallow from front to hack. preferably ant more 
than 16 to 1s the Focal length of the lens, This places a severe Imitation 
‘on subject miatter, obviously. Stall insects, butterflies if mounted rather 
flat and posed in flat plane parallel to film plane. and dozens of othe: 
interesting subjects can be shot exteemely close up. but the flower speci 
men 1 deliberately used was too expansive front to back, for acceptable 


ork accessories for other cameras. Ut must not be assumed 

that close-up shots are limited to the cameras and accessories illustrated 
in these pages, Those shown are more or less typical of the greet cange 
fof lenses, tubes, focusing devices and whatnot, for all types of small 
cameras. 

Pethaps the most commonly used device (sa supplementary front 
lens lor single lens cameras, ‘Vhe most practical all prarpose front Jens 
is often called a portrait lens. [have one fora 39 mm camera that serves 
for work from 17” 10 25”. object-to-flm distance This is the scale: 
Camera setting Object-t0-flm distance 
at Infinity 25 inches 
at 20 feet. 24 inches 

13 fet. 23 inches 
10 feet 22 inches 
8 feet. 21 inches 
7 feet 20 inches 
5 feet. 1 inches 
4 Feet 18 inches 
45 feet = 17 inches: 

Single front lenses of thic type are especially useful in making 
close-up shots of flowers and objects of simlar size but the image on 
the film is stil small in relation to, the-actual size of the object. 

‘Supplementary Lens Series. A very practical set of front lenses 
that will cover the needs of most workers is something like the Kastinan 


PROMLEMS IN CLOSE-UP SHOTS 


‘are three lenses in the set with which six combinations 
Porte Ther ving working distances (object-t0-ll:) of 39” dowa 
to about 5!4”. To get an idea ‘of what these lenses will de, ‘consult the 


following table 
Supplementary Lenses with a 50 mm Lens on 35 mint Camera 


Portes tens 
ie camera Subiect, Depot Peli Apprtoate 
bation Distance ro To aS 

opm Se aaa 19 "x28 
ai 2g 2p as” 9457 x14 
Tak iggy aa gx” 
a ne Tie oly" x 914" 
fala a 8G" 
ais torr 3 tx Tig" 
Tak, oY 10% ar” 


4 ft. ay" ® ¥z GF 
Tne 3K" aoe" x 534” 


4 ft. Ta Shy x 5" 
Ink. oH” Bye" s 44” 


af TAC Sur 2g x aye 


‘This table should be given some stucly before you plan to do much 
extremely close work. You understand, of course, that the tables with 
the lenses give all of the above distances and dimeasions for camera 
‘settings between infloity and 4 feet. ‘The two extremes are shown here 
only fo indicate the limits within which the lenses or combinations work. 
If you recell the easlier mention of lack of depth of field close up you 
can verify just hove limited is the capacity of a lens even at {/8 when 
Subject distance i § inches or less. in the case of the last combination, 
‘with camera set at 4 feet, the denth of field ts 34 inch only. 

Increase Exposure Time rather than f/ stop. The formula on page 81 
determines {/stop compensations as lens-to-film distance is increased. 
As depth of field is always a problem in close-up work, translate larger 
{stop openings ince increased exposure time—and use smallest f/sto 
possible For instance, if the formula indicates {8 instead of “normal 
1/11, use £/11 but double exposure time. four times at 1/16, and so on. 

‘As brief as is this chapver 1 hope it suggests some of the possiblities, 
fs well as limitations, of close-up shots But don't let the hazards dis- 
courage you. The results are sulicient compensation for all the effort 
‘and risk. Subjects like insects deliver a terrific impact when projected 
on a screen 50 or more times their actual vize, 
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FILTERS FOR USE WITH COLOR FILM 


Uisop | or is 


See 
Note B 
Teceense 


| pri has been, unfortanately, too much confusion about 
filters for the color shooter, This confusion has beea compounded by 
progress-—filter manufacturers have discontinued whole groups of filters, 
Fepluciay them with Improved ones that experience and a more critical 
(Miminatioa of the problems of fter use have shown to be superior in 
some oF all respects. 

“Too many color workers have erroneous conceptions about filters— 
when to use ane what to expect in the way of results. There is nothing 
complicated about the theory of a filter's funciion, but it is possible to 
hecome a little confused in practice. Actually. itis ensier to understand 
and apoly sunple rules for the use of Alters for color work than for black 
‘and white photography, or so it seems to me. 

First. the primary purpose of a filter is to subtract (absorb) an 
unwanted excess color from the light reaching the film. Technically. 
ane does not add color to the final result on film through se of a filter 
although a Biter can create the illusion of adding saturation, purity or 
intensity 16 a given colar thraugh the process of subtracting an "abnor 
mal” amount of complementary colar through absorption, Carried to the 
‘extreme the final color result is the approximate color of the filter, as you 
have found if'you ever, accidentally. made a color shot through a strong 
‘yellow or red filter designed for black and white work 

Second, it must be kept in mind that filters do apt alter the color 
fim; they alter or modify the light reaching the film, Film sensitivity, 
in normal emulsions, is a constant. ‘The film merely cecords the color 
of light that reaches it, (See “Color Films and Light Soarces,” page 5.) 

For all practical purposes all filters for color work can be grouped 
into three elasses—or functions, 

1. Conyersion Picrens—muke possible the use of Artificial Light 
type Bl in daylight, or vice versa. 

2, Licrer BaLAScing Puctiks—absorb unwanted excess red or blue 
in the light, sucti as the excess red in late afternoon light ot the excess 
blue in the light at high altitudes, 

3, Covow (or rium) Compensarine Fivrees—alter the color re- 
Ee eliberately —to bring in balance out-of-balance emulsions —to 

nt with @ transparency to subdue an unwanted overall color cast. 
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CONVERSION FICTER NEEDED WITH THESE LIGHT SOURCES 
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Eiactrome 
Pktaehrome 

Abscoctrome 
‘Super Ans 


WILTHNDS POR USE WITH COLOR FILM 


‘These Simple graphs lustrate the function of the two most com- 
monly used groups of Blters, 
CONVERSION FILTER 

Converting Daylight Light o Aciifieis! Light Type Pilm Balance 
---fR id) 
15) ce } 
i 
Conversion Relaive poponions Arica Light Type 

fine Ssrtkvierhande nis mest nate 


vised by the flee tobe, fxs ta grec, 
ts till deae to red 


(he above graph is hown only to eerste owe these fers alter the eltive noun 
Tense Ca band thet foctes the ian Ty no! wseeatiteally nccurae plotng ot 
the exact amount of each color band or of tes senativity) 
LIGHT BALANCING FILTER 
Correcting (absorbing) excessive “warmth” in Actificiat Light 


2 {AR 
E 

+ fe 
Lgpieid — Sindtporcn Bua" Th err 
Monge Secermeee IS” cele 
araToes aoe ees Siri 


tan eedich a the light 


(Tye above Is 2 very uch simplified demonstration and woald apply. 2s shown, only 
ike weakest” of fiers, although the principle of absorptive would apply, to all 
Gilet gets npeord sore ef all the enlor hands, hut absart move of the unwanted excess 
IME tnd. This uveroll ebscrgtlon reduces the amount of light reaching the fim, 
Inking aecessary some compensation in exposure.) 


Conversion Filters 
‘The use of « conversion filter presupposes that the light to which 
the fll is being converted is “normal.” For instance. if Type Fi (clear 
Hlask:) film is being converted with an S2A or B 14 filter to photofoods 
they should be relatively new and burned st rated voltage. Remember, 
Type F color films are balanced to 3800 K, Photolloods burn at about 
3400 K. The light source is about 400 degrees “redder” than the light 
Soutee to which the fil is balanced. The excess red must be absorbed 
by a filter 50 the light reaching the film is 3800 K, a light balance that 
is 400 degrees “bluee” or cooler than from unfiltered photefloods. 
(Continued on page 89) 


LIGHT WALLS, CONFINED AREA, DIFFUSED LIGHT 


One of the problems in shooriag enlor slides by atificial light is thar of 

‘more benefit from the light than is cbrained by rhe dinect impact of it 

pon the subject. A figure seated in the middie of a lange coor is bons as lifcule 
10 light properly as is one in the middle of she back yard in the dead of night. 

“The color shoe above shows the other extreme in reflecrive conditions, and 
‘a mott desirable one at that The walls of the bath room are light, and being vile 
feo enapel, ue highly seeive, The coo atl and wit dhe subject he 
Corner of this confined ares, evo lights inefficient reflectors produced shout twice 
4s much peehle light as the same two lights would have done, at sume lamp-to- 
subject disunce, in large coem with darko non-efective wall The Ligh ia 
this case, was held rather than sea:tered and dissipated, was ceflected back, 
assent diel, crn xp of eee hana Ha be Yor this 
ype of subject, 

‘A childs delicate flesh rones are usually best recorded with this sype of dif- 
aed bah ple ware nislhng i pecferale ox adlee In buc hor, coheed ah 
salts were added 0 introduce a “cool” color ro offset all the warm and white tones. 
Withour the green water the composicion would have been. weak in color and 


thin’ in a 


ony 
iH I walle ae lighe and ro No.2 Photos (or reo 3200 K 
Lamps) are used at aboue 5 feet from the figure, a sai ‘exposure would be 
secured at 1/25 second @ 1/63; 1/10 @ £/10, 1/5 @ £/14. As conditions vary 
lee in nee Gen one, rig should be devermined with a 
he meter. Expose for ones and ler everything. else come as it will, 
‘which wil inedenally be good vider such conions. 
TEspovure for Kodachrome Type A ASA 16, EV No.10) 
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“HARD” FEEL OF ARTIFICIAL LIGHT 


Page, 


ime lighting than most artificial light color results be 
The calot subject shawn above 


fe feel of natural home lighting, buc che effect was secured in quite another 


4 with litte help from teflceed light, 
€ lighting atrangement illustrated above is av 
shows earlier. The resule desired. was 1@ make th 


illumination. 


of course, create sufficient general Mumination in a 
‘would be easily scen and the celors identified 


lamp-ligheing” the planes of the igure that faced 


ocopriphy, The planes facing 


the umat 


camera weuld go dark 
10-4 supplementary front light most be used bur kepe at a distance fi 


i Ligh 
jn a plane beyond that of the §j 


yf che black and 


nd surroundings 


So dhat all che 
6, in addi 


16 96 that it throws on the subject 


from the rable limp, The ratio can only be determined accurst 


ime 


Ta this shor the white elorh lamp shi 


Also. 
the lip 


Hof the light 
nt reward the fi 


i half the arensity of ight as that 


wieh-a Mghe 


1 a9 well us diffused the lighs 
‘oo reflecting surface to direct 


EXPOSURE: No. 2 Phoroflood ii wible ump, 18 incles fron model's face, 
end No, 2 Photoflood in standard zeflecror 7 feet fron figure, near camera. Ex: 
for same conditions, 1/25 cecand (@ 4/4: 1/10 (@ /63; 1/5 @ £/9. IE 


posure 


You are working in a more confined ares and front Light must be used closer to the 
figure shan jn this shor, use a No, | Phoroflood in the front reflector at camera 
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No.2. Orif 3200. La 
(Exposure lor Kodachrome Type A ASA 16; BV Ne, 


8) 


ps are sed, a 250 wate at camera position, 


pncTeks FoR USE WerHt COLOR FILM 
Many who divide their shooting between indoors and outdoors 
ne a iy oe artificial light type film, converting it to daylight when 
aoereany. Generally speaking this procedure is more reliable and n- 
wetees much less lose of film speed. 

The Table on ge 84 lists Bilters for conversion of any color film 
to any usable light source, However, the most commoaly used ones are 
those for cariv ‘al light type film to daylight use. These are 


‘To convert Type A film to Daylight use 85 ca Rit 
To convert Type B film to Daylight use 85B cs RIS 
To convert Type F film to Daylight use 85¢ cz RS 


We often need ta convert Artificial Light type films to (wo common 
light conditions, One is "Open Shade or Sky light" (a bluer than norma 
daylight condition) and "Lace Afsernoon” (a zedder than normal con 
dition), For “Open Shade" shots conyert Type A films with a Harrison 
C5 bker—a C6 for Type B films. For Alterncon” shots use 

Harrison C1 for Type A film, a C2 for Type B films 


Light Bolancing Filters 


The only way to correct outof-balance daylight is to correct 

he “halance’’ of the light reaching the film, chrough a filter. IF the light 

166 “coal—a color temperature more toward the blue than the film 

equ tary color filter vill hold back the 

‘cess blue-and transmit the warm colors. Or a “cool” iter will hold 

back the excess red in late afternoon light, for instance, and allow the 
» catch up. s0 to speak. 

In artificial light work the light source does mot vary te the extreme 
extent that daylight can and does, This would seem to indicate 
Tight balancing filtere are not needed for artificial light work. It does 
not work out quite that way. 

Artificial ight shots are close-ups and any “alse” color rendition 
is easily detected. It is one case where you demand reelism (except 

fect shots), and a well calaed eye can detect false color, espe 
cially in whites and high value neutrals, created by 0 more than 100 K 
degrees variation in the color balance of the light source 

On the other hand, every landscape [except for its immediate 
foreground) is greatly influenes 
same scene may look different in 


by atmospheric conditions. The 


olor and tone valve on a dozen su 
cessive days. or dunng 


rent times of the same day. In fact, we 
fften do not want to correct a daylight condition that expresses a mood 
ora mysterious urirealty. Such shots are of 
The most complete series of light correcti 
filters available at the momeat are those made by Bastian and Harti 
con, Decamired filters are preferred by some amateurs because of the 
simple mathematics for electing the proper filter for any conversion 


very beauciful 
(or light balancing) 
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Eastman Light Balancing Filters 
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PLLVERS ROR USE wht COLOR FILM 


Easiman Color (or Film) Compensating Filters 
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Harrison Light Balancing Filters 


‘The Harrison series covers the same general use as the Eastman 
filters just listed, hut the Slters shove C$ and B 3 are primarily for 
conversion use rather than for correcting a moderately out-of-balance 
light condition, such as we have been discussing. 
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Color Compensating Filters 

‘These yelatin filters have several uses—1) to shift a enlor result 
intentianally—2) to compensate when a lens produces results cooler” 
or warmer’ than desired—3) to correct the color balance of a film 
emulsion that 1s slightly out of belance—4) to bind with transparencies 
to add a color cast (for effect | ar to subtract an unwanted cast, These 
filters are needed to secure color halance when making color prints of 
sostve transparencies from color negatives, Fos all uses casept lor 
making color prints one seldom ni re than the CC-05 to CC-20 
ie ricer jom needs more than the Cl c 
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DECAMIRED VALUES OF FILM TYPES AND LIGHT SOURCES 


Daylgh | Clear Fah | Blecionte 
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Dertia {de| ers | NONE 
pe Ascend (28) Hue tL | fers 
SORE SK |FH)) ker | Pier 


Filer 3, 
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Filter R2 


OK 
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Decamired Filters in Use 


To determine proper Decamired Filler far 
converting « color fly to other thas its sor- 
tal Light source the Decarsired Value of the 
FILM TYPE Is aubicected from the Deca 
tnlted Valze of the LIGHT SOURCE. For 
‘example, If Type F fil is being wise vith 
‘photeloeds se subtract the Decamired Value 
Tor fla) af 26 frow the Desamired Vahie 
for paotefiod which is 29, The difference fs 
3 (6 plus 3) hecaiae the light source Value 
ig higher thsn the Vetus of the Ale. A PLUS 
dliference culls for « BLUE flter, this ease 
4.83. However, if we ase Type B Ain (31) 
“with clear fash 126) ww subtract 31 from 26, 
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FLYERS FOR USE WET COLOR FI). 


Experimental use of Color Gampensating Filters. There are many 
{ntevestiag possibilities in the use of these Alters, but such use should 
hot be confused with the possible effects with colored lights, for the 
two procedures produce quite different results. One such use that | 
have found very successful is thot of increasing the purity of color in 
Such single hue subjects as a red rose. Some roses are “bluer” red than 
most colos fil will record faithfully. but hy using a “bluish” filter sich 
as an Eastman CC-10C or CC-20C bluish reds have recorded [on 2 
normal emulsion) more nearly like ones visial perception of a ted-red 
rose, These cyaa filters absorb ted, but it s my experience that they 
absorb more “orange” than red. 


Pola-Screens 


Like all other correcting or compensating filters the Pola-Sereea 
has very define uses. Before you use one thoroughly digest all the 
information furnished by the manufacturer, as to what it will do. 

A Pola-Screen (s used in artificial light colar work for 1} photw- 
gtaphing an illuminated store window at night, with camera axis about 
45 degrees to the glass surface, 2) for subduing oblique refectians to 
shaw texture in non-metallic surfaces. 3) for photographing acetylene 
welding, and 4) lor copying oil paintings, Hawever. in copy work a 
Pola.Screen must alco Ber the light sourte or ue. a Kodak Pola Screen 
Light for ilhimination. For outdoor work a Pola-Serzen can 1) darken 
bright blue skies. 2) subdue reflections on water in back-lighted shots, 
and 3) peneirate atmospheric haze. With a Pola-Sereen Viewer on the 
handle of the filter the desired cortection can be arrived at without 
removing the Blker from the lens, 


Using Filters Without a Color Temperature Motor 


Visual Selection of Filter to Use. If you suspect that a filter might 
improve a landscape shot. view the scene through each of the two or 
three weaker “Light Balancing” fiters and select the one that makes 
the scene like yo want it to appear tn the transparency, With a litle 
practice this visual selection of fikers for subtle coler change will pay 
of handsomely, Weak ‘‘warm'' filters will improve most greens, unless 
you are using a color film that already over accentuates the greens, It 
os better to use a filter that is a little too weak than one ton strong. 

Start with a Basie Kit. Unless you have a color temperature meter, 
start With a minimum kit of filters. Don't be timid about experimenting 
with filters, especially the weaker ones, for they can improve your color 
results very considerably. 
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LENSES, DEPTH OF FIELD 


| 11s chapter can do no more than eover the depth of field 
aspect of lenses: To diseuss the characteristics of all lenses lor cameras 
using. 120 fllm or smalle: would fills book. 

“Today's optieal systerns, except on cheaper cameras are good in all 
respects, There was a time when sonie otherwise good Jenses were not 
fully color-corrected. The photographer's problem is to select the type 
and focal length lens that will best handle his type of subject matter. 
No ane Inns will properly cover all photographic problems: 


Three Types of Depth of Field Problems 


Color photography indoors presents slightly different depth of field 
problema thaw those in shooting landseapes, for instance. But 16 be more 
specific ai to the three types af depth of eld problems, they are: 1) 
Linuted Depth of Feld—when we wish to hold everying in focus that 
\s properly Muminated by Noods or flash, 2) Our-of-Focus Backgrounds 
—awhen we wish to throw out-ol-focys everything back of @ figure or 
still-life subject, and 3) Great Depeh of Fietd—an in photographing 2 
ice show, hockey game or night baseball or football game. when it is 
imperative that good focus be held from 25 ar 30 feet to infinity. 


Great Depth of Field 


When shoating such expansive subjects as an arena one can often 
rmiake good use of the Fypertocal Distance of the lens and f stop being 
used. Hyperfocal Distance is the closest point in shasp focus at each 
Jy stop when a lens is focused on infinity, These distances are given by 
the guess in the first line of each of the Depth of Field Tables on pages 
95 and 96, The greatest depth of Feld at any f/stop is secured when 
focus ison the Hyperfocal Distance Then everything from one-half 
the Hyperfocal Distance to Infinity will be held in sharp focus, Refer 
to the table for a 50mm lens (nage 96) and note thar when it is set at 
f/8 and focused on inflaity everything Is in focus from about 20 fect 
‘But when focus is a that 20 foor distance everything will be in focus 
from 10 feet, Carry a card showing the Hypertocal Distances for your 
lenses at all f/stops. You will often find it very helpful, 
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Limited Depth of Field 

A typical indeor subject edlild be theee oc four people in an inter 
esting setting. ane ar two seated and others standing behind them. We 
would wish to hold everything i focus that is well Jluminated. Most 
such subjects are shot at camera-to-subject distance of 5 to 10 feet. 
Focusing must be accurate and should be on the closest plane of the 
subject, or only slightly back of that plane. The graph (opposite page) 
shows that, at £/5.6 or smaller f/stop, focus carries through much farther 
from point focused upon than it holds forward of that point, 

Refer (0 the table for 50mm lens (top of page 96) and note how 
rapidly the depth of field decreases a8 camera is moved elosce to the 
subject. At 4 feet, at f/8, depth 1m enitically sharp focus is only about 
17" bot at 8 feet depth is increased to almost 7 feet. Longer focal length 
lenses present still more of a depth of field problem. 


Deliberately Throwing Backgrounds Out-of-Focus <= 


In the early days ef color photography it was heresy fa expose a 
shot with the Background out of focus, That day is past. If ¢ hackground 
ts cluttered it can distract at:ention from the center of mterest but whe 
such are deliberately thrown out of focus the center of interest ecems 
sharper aud the shot has @ three-dimensional effect. Alco, out-of-focus 
color seems less intense and certainly more atmospheric. The character 
of the subject AND background determine when the background should 
be sot: For the effect, use the largest flatop that will hold the center of 
interest sharp—and that only. 


Know the Depth of Field of Your Lenses 


Even though you use 2 ground glass focusing device it is all fut 
impessible to deterinine, at {stop ¥ or smaller, just how much depth of 
field you may be holding in sharp focus. You can cheek with the dia 
phragm open, but that is probably aot the f ‘stop you will use in shoot 
ing. s0 you still have no accurate check, Whatever your lens, get a depth 
of field table for it when you buy. or waite the manufacturer of the lens. 

There is understandable confusion about haw much any lenis holds 
ta sharp focus. at any given F stop, and at various distances from camera 
fo subject. Some shooters make the mistake of assuming that if they 
use asmel] enough { stop the lens will “hack 4p” ( trom distance focused 
upon) as much as it will cary through toward infinity. A glance at the 
chart below makes it quite clear that Jenses hold more in focus beyond 
the point focused upen than in front of this focus point. At {3.5 (when 
Focused on 10 fr.) @ typical 50m lens “backs up” 20 inches, but it 
catries through 30 inches. At f/11 it "backs up" 3 feet 9 inches but 
carries through 18 feet. Remember that as you stop down the distance 
in sharp locas increases rapidly. but the amount brought in focus nearer 
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than the focus point increases but slightly, Never focus hallway between 
the nearest and farthest points you hope to buld in focus, but focus 
either on the neareét point you wish to hold aharp, or slightly bck of t- 

DEPTH OF FIELD 
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DEPTH OF FIELD TABLES 


‘Theoretically. a depth of feld table for 9 lens of « given local 
Jonge ued Fo all leseen-oF that. ott Sel But foe stent wc 
it best to have a table foc your particular lenses. If other tables vary 
from those given here itean he due (o the citcle of confusion upan which 
they are based, Although 1/500 inch is a common factor some tables are 
based on 1250 inch, others on 1/1000 inch, Halving or doubling the 
circle of confusion halves or doubles the Hyperfocal Distance figures, 
for instance (the hold figures i top line of cach rable). 
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DEPTH OF FIELD TABLES (Continued) 
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CHAPTER THIRTEEN 


MOUNTING —FILING— PROJECTION 


M... color slide shooters have never seen the results of 
thelr efforts under even reasonably ideal projection conditions. T suspect 
most such color workers have incorrectly aitributed all apparent uahappy 
results to errors in shooting, Exposing © good slide in the camera is 
only one phase of fine color slide production, Faulty projection can 
all but ruin the Finest of color shots. It is equally true of course. that 
the most perlect projection conditions cannot make a bad slide goad, 

Seeing color slides on the seteen at the best possible advantage calls 
for careful mounting, a good projector with a projection bulb of the 
proper wattage, and a good screen, and the type of screen that best 
sults the area in which the slides will usually be projected. 

Tf your friends ate to enjoy showings of your shots, present them 
in the most interesting manner possible. Several steps in the routine 
‘ate possible and practical, and the degree of enjoyment will depend 
greatly upon how mack thought and work you put ito the organization 
of your shows, First, slides should be in orderly sequence, especially 
if series presents a connected story. Second. title slides inserted at the 
heginning of each change in theme nr subject will add greatly to spec- 
tator interest and will eliminate much oral explanation, Third. subxtued 
background niusic will make any slide show immeasurably mose eajoy- 
able. Foueth. and the fal professional touch is tape recorded comments 
about cack slide. such comments superitnposed on subdued background 
music, If possible, the character af the music should fit che general 
subject matier af che show, like 2 Hawaiian musical background for 
shots made on st tmp to the Islands. 


Proper Mounting Assures Better Projection 


Jt seems i Tittle Inconsistent to spend money for film and thought 
and effort in making a good color shot and then be careless about pro- 
tecting and preserving them after they are made. None of us wish 10 
put every shot into 2 permanent slide file. But all shots that deserve 
permancace should be immediately protected against dist, Bnger marks. 
and general abuse, by putting them in good mounts. There are all kinds 
‘of mounts, some good, some make-shift It is till hard to find a genuinely 
‘more satisfactory mount than glass. tape bound 
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MOUNTING =HLING—PHO JECTION 


If you do a considerable amount of mounting im glass and tape, 
ond if you are mechauicaly Inclived. make a madating ae 
to that suggested hy the drawitig. below 


ing device similar 


DEVIGE PD ‘TAPE BINDING GLASS St108S 


Se | 


the cod shat (Ci) which held in aligrment by the bearing blacks (D), The knives 
i te cage age TBP A ale eee 0? lng Huth te baton 
Irie ob rca for 2a gee Tyres Se eee Th Me ah 
Toll ege over ralar (Ato seal fey. thes insert dle egy WE ho abe a a 
tEk eter vllrn edt TO onl te on eens eae fe 
Sth Hees ten le es Eoeed ces aes TREE ens fee 


If all this Sounds like (oo much of an undertaking perhaps you 
shoul buy the mounting equipment needed, and there ace several good 
devices on the market. They will save much time and will help do a 
beiter jab of mounting and binding 

To prevent Neweon Rings: {) 4 your coloe film 18 returned from 
processor in uncnet strip reverse wind it and leave ft that way two or 
three days, or 2) make a thicker mask by adding one-half of a mask to 
the regular one, or 3} use anti-Newton ring niownting glass, a qlass 
which 1s lightly etched on one side. With etched surfaces facing the filma 
they hreak up the patterns that cause Newton sings, 


Orderly Filing Saves Time, Makes More Enjoyable Shows 


A place for everything and everything in its place might well have 
heen cained as an admonition to the slide maker. How many slide 
shooters min their awn pleasite and the enjayment of thelr friends hy 
showing conglomerate assortments of slides I doriot know, but too many, 
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But. you say, [ have a lot of miscellancous slides that have no story: 
sequence. Probably true, but these can be grouped to keep related 
subject matter together, at least 

Picture stories should be carefully thought our and the slides edited 
in much the same nianner one does movies. The sequence of showing 
need not be the order in which the shots were made. as the story may 
be strengthened by altering the order somewhat 

After slides ate filed in the order desired keep them that way. 
written record of titles and file number designation will help, but there 
always the hazard that 0 file may be pied, to use a printer's term, and it 
could take an hour or two to put the scrambled lot back in order ‘The 
illustration below suggests one sure way to make re-filing swift and 
ceurate. The diagonal markings can be colored tape. or better yet a 
painted stripe across the top of the slides, 


A dlagonal seipe croos the 
for edge of fled slider makes 
it pousbie f9 ged ates back 
Indo proper srdve cick an 
(tory should they fecome 
Inixed. 1t alo serves as a 
Check on a missing lee 


Titles For Slide Shows 


‘When well done. titles inserted in 2 movie story at-proper intervals 
all but eliminate the necessity for oral comment or explanation, Has |t 
ever occurted to you that titles can do as much fora slide show? IF you 
have ever seen a carefully titled slide story sequence you know how 
sauce titles can add. 

‘The average spectator doesn't expect detailed explanation of each 
slide if the subject matter is largely self-explanatory, When you feel 
4 nattiral question might arise about « cectain portion of a pictute story. 
answer it with a title slide. Such slides help carry over from one set of 
scenes to another end lead the spectator easily from one interest to a 
new one. This is particularly true of a travel show. There should be 
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@ tile slide for each geographical change at least If the series com- 
Sites several notional parks. for instance, there most certainly should 
he a title slide to introduce each park, 

‘Titles should be in calor. 1F the subject of the series is sveute, buy 
«cheap color reproduction of some scenein the tea, superimpose movie 
tale letters on the picture and shoot a title slide, Try titling one of 
your slide shows and prove what a professional touch it adda. 


Background Music and Recorded Commentary 


Atasesphere for a slide show can be provided by background music, 
in subdued volume, and it is surprising how “dead” a show seems after 
you have once experienced what music can add. If you, have a recerd 
changer a0 much the bettes, anid the problem will be much simplifiect 

The ultimate in dressing up a slide show ts a subdued musical hack- 
ground upon which is superimposed recorded comments about each 


slide. especially if the subject matter can be made more understandable 
through such comments 

The hest job of tape recorded comment superimposed on 4 ausical 
background that [have heard was produced by my good friend George 
Blaha, of Chicago, one of the eniintry’s better known slide shooters, 
Here are his suggestions on equipment and methods 


“Blase equipment needed for producisy Mgh-qalty tape recording are a recorder 

recording smicrophote, a public address system suitable for sepmoducing veloc eed 

Sede te ea ele manparans st rus lected ie reconding 
% made in a sound proof room. Three people are péeder!—one setsdn to coat the 
public address system and music. a second persan te operate the fase reearder sel set 

As genreal coordinator, nnd lstiy, the coxnentulor. ‘They. should be, poeltstee fo 
age he coun oF the Ge tow an Temi, Fr 
arranges! signals should Iie determined ao thal very fers, Hany stops sie mate cucin 
the ectiterecerding erect So inv as Hknow, buckgrouaid mule most be fecorded sal, 
‘wacously with the commentary on all currently avalible recorders Tig esestay 
problem i stops are necentary, erasures inde snd the manic tested at Me stoping 
point ae thire wil to! be an obvivis feck, 

“An anipliter witk at least fwo channel produces good resulty since ore’ nay 
be coarected to the commentaiors alcrophione afd the other wo the double heme 
which produces the music. Thi permits montorag of both voice and tinal aid allows 
fae t0 hear the program ax lt will towed Je its Real lor The qilerophone Gt the hee 
‘order should be placed near the outlet speakers. The commettatar With his nferophoe 
jive be oeporte but Facing the operator of the . n. sysem. Test recon should 
tbe made to determine the voice aac mine levels. Kecp the muse soft ua. oll sat 

Ie MUSIC Lx fo create atmeephene. 18 
ive be aupplemensary to the volce 
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louver that a brief <aoiment) tay the microphone Wghtly with @ pencil as a 
Ba! fori ehooge’ “the sight png aoe al Bye poder fy aoreltos 
ANC SUCL nslsie mikes i pombe for any ene 10 give show propery 


Good Projection Is as Important as Correct Exposure 


Correct exposure produces @ color slide of the proper density— 
let scither toa "ibte ape tog “heavy” When pustecied, 0 peepenly 
exposed slide can appear too thin or too heavy if the projector lamp is 
too large or too small, for the picture size desired. For my part, I prefer 
100V% too much light (for normal slides) rather than 50% too little. 

‘There is a direct relation hetween lamp wattage and type of screen 
used. A white matte scrsen requires about 214 times the level of illami- 
nation needed for a beaded screen, Satisfactory results cannot be 
achieved when scteens are interchanged unless lamp wattage is alse 
changed, Other screen characteristics are indicated below. 
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ALUMINUM-PAINTED SCREEN 
Determining Proper Level of Iitumination. Put a blank slide (slide 
with proper mask, but no transparency) in the projector and with @ 
light meter tead the light from the projector at screen position, with 
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meter pointed directly at the projector. Hold meter in the center of the 
Night beam, Do not read the light seHlected from the screen. If you use 
« Weston Meter make reading swith the halle open. using the low light 
stale. Ifa G. E, PR-1 do not use the incident light attachment, Mini- A 
‘mum cealings shoul! not be below the lower figure given in thle below 
for Weston meters. 


AMETER HEADINGS OF SCREEN (1 LUMINATION 


Moc Scicen Beaded Sire 
Weston Cine 1 of I =. itols Stoll” 
Weston Master III ox IV ae 130 20 Sto & 
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Lenses and Lamp Wattage Greatly Affect Results 


‘No general table can fit al projection conditions but the figures given 
below will serve as a quide in checking your equipment lens focal 
Jesgth and speed, lop Wattage, et cetera. However, there {s no better 
check than whet your eye secs. If your projector does not theaw a 
brilliant image at the distance vou desire, for the picture size wanted, 
move the projector toward the screen until proper brilliance is achieved, 
Check this distance against that you wish to use, and give these Facts 
to your photo dealer. He ean suggest what changes are necessary in 
Jamp wattage ar lens focal length, or both, Do not be content with poor 
oF even mediocre projection results. You do not have to. as the situation 
cau be remedied, ‘ 


A TABLE FOR CHECKING PROJECTION RESULTS 
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ALPHABETICAL INDEX 


sungerr ONCE 
Artilicial Light Exposere Coleulations 5 8 
Artificial Light, fall off im intensity. . -2 
Artificial Light Problems : 2 
Artificial Light Sources for Color Films - 5 
Gheinsie Studies 5 ees vo T 
Children, lighting and exposure prohlems 5 
‘Close-up Equipment for Nature Subjecer 57,80, 81 
Close-un Wotk— 

Jenses, extension tubes. focusing devices - 80,81 
Color Association 6 SF aro 14.25.26 
Color Balancing of Areas hari) 
Golor Contrasts — 2 ee 
Color Films, list of and speeds 4 5 
Color Language” for identification 15 
Color Mlustrations 17.18.35. 36, 69.70. 87.88 
Color in Figure Stuties . 2 2 2... |. 18,2270 
Golor for Portraits . ar oh ie ecnanet 
Color in Stil Life Compositions. . . .  : . . 3} 
Color Temperature of Light Sources _ ihe 8 
Color Whee! 5 feb 
Composition, general rules - 12.26 


Composition, Suill Life =. 10,91, 68.92, 73, 74 


Convectiny Light Sources to Film Balance ree: 
Decamired Filters Ee ay 
Depth of Field Tables ~ 95, 9% 
Determining Exposure by Artificial Light Bae 
Diffused Artificial Light 5 peer 62 
Diavensions of Color : 16 
Double Exposure Technique ; een 


Exposure Calculations. by light meter - 
Exposure for Photoflash . . 

Exposure Table for Artificial Light... cme 
Exposure Value System - pret tea 
Figure Studies 5 9, 18, 35, 62, 67.70.77. 88 


Filing Methods for Color Slides cae eae 
Film Color Balance. + ain bs aoe Se 
Bilters lor Color Compensation 5 5 90,91 
Filters, Conversion - * +s 4 29,89 
Filter Functions , . 8 
Filters for Lignt Correction a) 
Filter Table. for all ight sources... wen BH 
Filters, Visual Selection 2 
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Mend Poses affect feature chareieestiog 
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